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Abstract 
 
7KLV 3K' WKHVLV H[DPLQHV WKH FRQFHSW RI SRLHVLV WKDW LV µFDOOLQJ LQWR
H[LVWHQFHWKDWZKLFKZDVQRWWKHUHEHIRUH¶LQWKHFRQWH[WRI obstruction in 
studio practice.  ,W SRVHV WKH TXHVWLRQ µ,V WKHUH D PHWKRGRORJ\ WKDW
HQJDJHVZLWKREVWUXFWLRQZKLFKLQWXUQFDOOVQHZZRUN¶",QWKLVWKHVLV, the 
concept of poiesis emerging from the late Dr. 0XUUD\&R[¶Vµ$HROLDQ0RGH¶
is analyzed alongside a concept of praxis, (a philosophical companion to 
poiesis), familiar to artistic practice.  This thesis describes the orientation 
of the original idea, The Aeolian Mode, clinically developed by Dr. Murray 
Cox in Broadmoor Psychiatric Hospital.  This PhD seeks to identify if there 
DUH VLPLODU µWHQHWV RI DSSURDFK¶ KHOG ZLWKLQ WKH PHWKRGRORJ\ RI µThe 
Aeolian Mode¶, that would be useful or are identifiable in artistic studio 
practice.  This thesis draws on the work of the philosopher, Professor 
Richard KearQH\ VSHFLILFDOO\ .HDUQH\¶V LGHDV RQ WKH QHFHVVLW\ RI µWKH
RWKHU¶IRUµUDGLFDOSRVVLELOLW\¶WRRFFXU.  It maps a context of both Freudian 
and Jungian interpretations of art practice, identifying how these ideas 
have shaped the way art is seen today.  Furthermore, it challenges the 
Freudian idea RI µSDWKRJUDSK\¶ DQG favours a Jungian approach of 
µLQGLYLGXDWLRQ¶ LQ WKHXQGHUVtanding of creative processes.  It develops a 
µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ LQWHUYLHZLQJ VWXGHQWV HVWDEOLVKHG
artists, tutors about their approaches to obstruction/poiesis in art practice.  
Additionally, it examines my own obstruction to painting and identifies the 
methodology that released me from this obstruction.  Conducting these 
interviews on art practice has enabled me to confirm my initial concerns 
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about )UHXGLDQ µSDWKRJUDSK\¶ ZKLOVW YDOLGDWLQJ WKH SRVVLELOLW\ of the 
Jungian FRQFHSWRIµLQGLYLGXDWLRQ¶being of use to art practice.  Finally, this 
PhD discusses the implications for further study and research, which have 
HPHUJHG GXULQJ WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ DQG WKH WDVN RI
dissolving my obstruction to painting.   
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Chapter 1: Introduction 
 
 
 
1.1  Research Aims and who this PhD is for  
This thesis is concerned with poiesis in the context of art practice.  The 
UHVHDUFKZDVFRQGXFWHGWKURXJKDµPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶DQG
the self-analysis of my own obstruction to painting.  Poiesis means µcalling 
into existence that which was not there before¶, which comes from the 
Latin word µSRHVLV¶ DQG IURP WKH *UHHN µSRLHVLV¶ PHDQLQJ SRHWLF
art/creativity, from poiein to make.  The application of this concept in this 
body of research shapes the outcome of the enquiry; QDPHO\WKDWµLI¶WKHUH
is a methodology that we can see in art practice that engages with 
obstruction to call poiesis, could this methodology be taught to the benefit 
of students in art colleges or art departments in universities today?  To 
this end it has to answer, or address, the larger question of whether art 
can be taught at all.  My analysis of creative processes in art practice aims 
to be a resource for students in art colleges, tutors, psychotherapists 
working with artists and those interested in art process from other 
academic disciplines.   
In this thesis, the concept of poiesis emerging from psychotherapy 
(specifically the Aeolian mode developed by Dr. Murray Cox at 
Broadmoor) is analyzed alongside a concept of praxis that is more familiar 
in artistic contexts.  This practice-based PhD asks whether poiesis can be 
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seen to EHµDOLYH¶µYLVLEOH¶ or µOLYHG¶LQHYHU\GD\VWXGLRSUDFWLFH.  In other 
ZRUGV LW LQYHVWLJDWHVZKDWDUWLVWV µGR¶ LQVWXGLRSUDFWLFHZKDW µWHQHWVRI 
DSSURDFK¶WKH\DGRSWWRGHDOZLWKREVWUXFWLRQVDQGKRZWKLVFRUUHODWHVWR
what iVIRXQGLQ&R[¶V$HROLDQ0RGH.  It responds to what I perceive as a 
gap in knowledge around the concept of poiesis in art practice.  This gap 
could be approached using art history or cultural history, but becomes 
more complex when we turn our attention to the influence psychoanalysis 
has had on art practice today.  Therefore, this PhD also engages with a 
specific criticism of early Freudian psychoanalysis that has looked to its 
own interpretations of what is taking place in art practice through what is 
NQRZQDV µSDWKRJUDSK\¶RUSV\FKR-biographical approaches to art.  I will 
also address the criticism taken from the French philosopher, Alain 
Badiou, µWKDWSV\FKRDQDO\VLVKDVRQO\XVHGDUWIRULWVVHUYLFHV¶LQWKHODVW
 \HDUV¶ 1   Without dispensing with present day understandings of 
psychoanalysis or analytical psychology, I hypothesize in this thesis that 
WKH XQGHUVWDQGLQJ RI µDUW SUDFWLFH¶ FDOOV IRU D QHFHVVDU\ HOLPLQDWLRQ RI
pathography or psycho-biographic explanations of art practice, i.e. those 
explanations that seek to explain the artist and the art object in terms of 
deficiencies in psychological development.2  I do not in any way seek to 
VHWXSD FRPSHWLWLYH UHVHDUFKDLP LQWR µGRPDLQVRINQRZOHGJH¶ EHWZHHQ
psychoanalysis and art, but instead this PhD seeks to open a conversation 
within psychological disciplines to adopt a broader conceptual framework 
psychologically when thinking about art practice.  This thesis is an 
examination of the productive imagination (the configuration of the art 
                                                             
1  Alain Badiou, Handbook of Inaesthetics (Stamford University Press, 2005), 7. 
2  See glossary.      
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object) and the libidinal imagination (the calling of the art object).  This 
thesis, whilst not an enquiry or body of research into artistic identity, does 
K\SRWKHVL]H WKDW WKH FRQFHSW RI µLQGLYLGXDWLRQ¶ 3  is at play in artistic 
SURFHVVHV DV LV HYLGHQW LQ WKH DQDO\VLV RI DUWLVW¶V LQWHUYLHZV YLD WKH
µPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶.  The concept of individuation was also 
a useful tool in my engagement with my own obstruction to painting.  This 
thesis also FODLPVWKDWWKH-XQJLDQFRQFHSWRI µLQGLYLGXDWLRQ¶FDQEHXVHG
in art practice without reductive consequences or the accusation of 
µDSSOLHGWKHRU\¶E\WKHYHU\QDWXUHRIWKHFRQFHSWDQGLWVV\QWD[.  It is not 
D µJLYHQ¶ WKDWWKHFRQFHSWRI µLQGLYLGXDWLRQ¶ Ln a Jungian approach has to 
be viewed therapeutically. 
Artists today have very clear ideas about their own work and practices; 
this PhD aims to amplify the voice of the artist.  I will introduce analyses 
of the studio practice of John Virtue (painter) and Cornelia Parker 
(sculptor) to ground the research within studio practice and will set out 
my aims and objectives that define this enquiry into artistic practice.  This 
ZLOO EH GRQH WKURXJK D µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ ZKLFK JLYHV
evidence and insight into the inner journey of the artist and amplification 
WR DQ HPHUJLQJ LGHD RI FUHDWLYLW\ µHQWUH QRXV¶; by that I mean, the 
creativity that is called into being within or found in conversation between 
two.  The following statement from the philosopher, Richard Kearney, sets 
the tone for my research: 
³After the disappearance of the self-sufficient imagination 
another kind must now reappear - an imagination schooled in 
the post-PRGHUQ WUXWK WKDW WKH VHOI FDQQRW EH µcentred¶ RQ its 
                                                             
3  See glossary. 
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own self; an imagination fully aware that meaning does not 
originate within the narrow chambers of its own subjectivity but 
emerges as response to the other as radical interdependence.´4  
For me, this statement by Kearney holds the essence of creativity held 
within the methodology of the conversation; it is here in the conversation 
WKDWZHPD\ILQGµUDGLFDOSRVVLELOLWLHV¶LQRXUXQGHUVWDQGLQJRIDUWSUDFWLFH.  
The fact that Kearney chooses the ZRUG µUHVSRQVH¶ LQGLFDWHV WKDW WKH
FRQYHUVDWLRQEHWZHHQWZRFRQWDLQVD µFDOO¶.  Poiesis is about call and the 
FUHDWLYHDFWLQLWVHOIFDQEHLQWHUSUHWHGDVµFDOODQGUHVSRQVH¶QRDUWZRUN
finished but containing within it another call.5  In this way, I believe this 
3K'DLPVWRµFDOO¶QHZXQGHUVWDQGLQJVLQWRWKHERG\RINQRZOHGJHDURXQG
art practice, which is on-going.  Emmanuel Levinas6 is quoted as saying: 
µRQO\WKHRWKHULVXQLTXH¶; by that statement I take him to mean that it is 
through the other that we find new ideas.  ,EHOLHYHDµPHWKRGRORJ\RIWKH
FRQYHUVDWLRQ¶KDV, at its central aim, DQDELOLW\WR µFDOO¶ UDGLFDOSRVVLELOLW\
out of the unknown WKURXJKWKHHQFRXQWHURI µWKHRWKHU¶.  I think artists 
are already fully engaged in this methodology in studio practice. 7  
Therefore, in this PhD, I seek to give evidence to this claim and I put 
forward a case of why I think FUHXGLDQ µSDWKRJUDSK\¶ FDQQRWEHD YDOLG
interpretative tool for art practice.    
Plato explored the idea of poiesis when he set up The Symposium, a 
forum for rhetoric and dialogue to call new ideas into being; Plato believed 
                                                             
4  Richard Kearney is the Charles Seelig Professor of Philosophy at Boston College.The 
Wake of the Imagination (Routledge 2008), 387. 
5  .HQQHWK:ULJKW ³'HHSFDOOLQJXQWR'HHS$UWLVWLF&UHDWLYLW\DQG WKH0DWHUQDO 2EMHFW´
British Journal of Psychotherapy 14, no.4. (1998): 453-467. 
6  Emanuel Levinas, µ(QWUH1RXV¶7KLQNLQJRIWKH2WKHU¶ translated by Smith, B. & Harshaw, 
B. (Athlone, 1989), 185. 
7  A good example of this can be found in the interview with Anthony Caro and Mark 
/DZVRQLQµ7KH0HWKRGRORJ\RIWKH&RQYHUVDWLRQ¶ 
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that nothing new came from reading.8  Aristotle examined the very nature 
RIµFKDQJH¶SRLHVLVDQGWKHFDOOWRWKHQHZLQKLVILUVWERRNRIWKHPhysics 
ZKHUHKHDUJXHG³WKHUHLVDVWDWH IURP which the change proceeds, the 
state to which the change proceeds and the object which persists through 
FKDQJH´9  In Book V, Aristotle embellishes his point, which hints at the 
area that I am analyzing within this PhD project: 
³There is something, which initiates the change, and something, 
which is changing, and again something in which the change takes 
place (time) and apart from these, something from which to which, 
for all change is from something to something.´10   
In present day philosophy, Giorgio Agamben11 links poiesis to praxis (act), 
which, in this PhD thesis, I am stating is the more common experience for 
artists; however, Levinas links poiesis to ethics in Entre Nous and his 
WKHRU\DURXQGWKHµHSLSKDQ\RIWKHIDFH¶12 
At the outset of this enquiry, it is useful first of all to be specific about 
how I employ poiesis, differentiating the concept from familiar conceptual 
WRROV VXFK DV µPHWDPRUSKRVLV¶ 13 DQG µWUDQVIRUPDWLRQ¶14  How do these 
two concepts differ from poiesis?  Poiesis, in its nature, is also about 
change; however, intrinsic to the nature of poiesis, is the notion of call.  
3RLHVLV LV QRW DERXW QDUUDWLYH EXW DERXW µPRPHQW¶ VR LQ D PRPHQW RI
poiesis, a subject would experience µWKHFDOO¶DQDIILUPDWLRQRIGHSWKDQG
µWKHQHZ¶.  The µnew¶ evoked in poiesis, differs from metamorphosis and 
transformation in one important way - poiesis is not intrinsic to something 
                                                             
8  Plato, The Symposium (Penguin 1999). 
9  -RKQDWKDQ%DUQHV³Aristotle, A Very Short Introduction´2[IRUG8QLYHUVLW\3UHVV 
10 Ibid., 77. 
11 Giorgio Agamben, The Man without Content (Standford University Press, 1999), 69. 
12 Emanuel Levinas,  Entre Nous (Athlone 1988), 185. 
13 See glossary.  
14 See glossary.  
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being there before - be it a material object or a qualitative character trait.  
It means calling into existence that which was not there before and, for 
research purposes, poiesis is a useful concept when questioning ideas 
DERXWµUHSHWLWLRQ¶DQGµRULJLQDOLW\¶LQDUW.  To choose one example from this 
thesis, I claim that &RUQHOLD3DUNHU¶VH[SORGLQJVKHG (Cold Dark Matter, An 
exploded view, 1991), LV DJRRG µSDUDEOH¶ RI SRLHVLV LQ WKH UHDOPRf the 
visible and tangible, (Appendix B). 
1.2. The Initial Idea and the Encounter with Dr. Cox  
In the context of this body of research into art practice and for my 
purposes, poiesis allows for particular alignment of creative action with 
the opposite trope of creative block, impossibility or obstacle.  I first 
encountered this idea with the work of Dr. Murray Cox at Broadmoor 
Psychiatric Hospital and his methodology of The Aeolian Mode.15  In all my 
research over the last five years, I have not found any other research 
outputs that have taken the work developed by Cox at Broadmoor and 
examined whether the methodology of The Aeolian Mode used within 
Broadmoor could be of use to art practice.  The nearest example of this 
sort of HQTXLU\LV6LPRQ2¶6XOOLYDQ¶VZRUNZLWKµ'HOHX]HDQG$UWSUDFWLFH¶
and his ideas on what creates an encounter and what causes repetition; 
                                                             
15 Dr. Murray Cox worked in Broadmoor high security hospital from 1970-1997 (his death).  
He helped transform the treatment of patients as well as staff training and support. During 
the time at Broadmoor he became a leading authority of Forensic Psychotherapy and wrote 
widely influential books on forensic psychology, which helped shape the sub discipline. 
With the theatre director Mark Rylance he initiated RSC productions performed in 
%URDGPRRU  +H HGLWHG µShakespeare Comes WR %URDGPRRU¶ describing the effects on 
patients, staff and actors. Murray Cox, Shakespeare Comes to Broadmoor (Jessica Kingsley 
Publishers, 1992). 
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KLV LGHDV RQ µUXSWXUH¶ µPRPHQW¶ DQG µHQFRXQWHU¶ DUH SKLORVRSKLFDOO\
orientated and KLVK\SRWKHVLVLVWKDWRQO\µWKHHQFRXQWHUFDOOV¶WKHQHZ16  
The initial idea for this research project came about in 1993 through a 
chance encounter and conversation with Dr. Murray Cox at a conference 
RQµ$UWDQG3V\FKRORJ\¶UXQE\7KH$UFKHW\SDO&RQYLYLXPLQ:LQGVRU*UHDW
Park.  Here, the conversation between us began both around 
SV\FKRDQDO\WLFDO SUDFWLFH &R[¶V $HROLDQ 0RGH DQG art practice, 
phenomenology and existentialism. 17   I believe it is this initial 
FRQYHUVDWLRQ WKDW IRUPXODWHG WKH µFDOO¶ ZKLFK JDYH ULVH WR WKLV ERG\ RI
research.  This project developed out of my collaborative work around the 
conceptual matrix (Appendix A) that I developed on The Aeolian Mode.  
Dr. Cox treated severely disturbed individuals in Broadmoor who could, in 
his own words, µJRQRIXUWKHU¶DVWKH\KDGPHWDQREVWUXFWLRQZLWKLQWKHLU
own nature and had to call something new.  This PhD creates a number of 
opportunities to develop some of these therapeutic models in the analysis 
of studio practice and the complex, often overlooked, relationships 
between creative obstacles and creative possibilities.18  The formulation of 
WKH 3K' TXHVWLRQ µ,V WKHUH D PHWKRGRORJ\ WKDW FKDOOHQJHV REVWUXFWion 
which in turn enables the artist to call new work¶, has a personal 
formulation/narrative developing from questions/obstacles in my own art 
practice and analytical clinical practice.  From the beginning of this study, 
                                                             
16 6LPRQ2¶6XOOLYDQArt Encounters/Deleuze and Guattari/ thought beyond representation 
(Palgrave Macmillan 2006), 1. 
17 Noel Cobb in 1987, co-founded with Eva Loewe, The London Convivium for Archetypal 
Studies, (where I met Cox in 1993). In 1988 they started publishing SPHINX: A journal for 
Archetypal Psychology and the arts.  His publications include several journal, articles books 
and volumes of poetry, Glimpses of Gods in Life and Art, (Lindisfarne, 1992).   
18  Murray Cox and Alice Theilgaard, Mutative Metaphors in Psychotherapy, The Aeolian 
Mode (Tavistock 1987).  
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there have been six major influences on the formulation of my PhD 
question: two theoreticians from psychoanalysis, Dr. Murray Cox, the late 
consultant forensic psychotherapist and the psychiatrist and theoretician, 
Dr. W.R.D. Fairbairn; 19  one analytical psychologist, Carl Jung; 20  one 
modern day philosopher, Professor Richard Kearney and two living 
established artists, John Virtue (painter) and Cornelia Parker (sculptor). 
1.3. The Aeolian Mode  
,Q WKH HDUO\ ¶V HQFRXQWHULQJ P\ GLVVDWLVIDFWLRQ ZLWK D FODVVLFDO
psychoanalytical approach, which as a clinician I found too reductive, I 
began searching for something new, a different approach to the 
production of creative change.  I had read some references to Dr. Murray 
Cox; he was a Forensic Psychotherapist and a fellow of the Shakespearean 
6RFLHW\ ZKR ZDV GRLQJ VRPHWKLQJ µQHZ¶ LQ WKH WKHUDSHXWLF VHWWLQJ RI
Broadmoor, a psychiatric prison that holds some of the most disturbed 
people in Britain.  $WDFRQIHUHQFHRQµ$UWDQG3V\FKRORJ\¶ZHGLVFRYHUHG
that we had a common approach to psychotherapy through the arts, 
poetry, as well as a shared a mutual interest in phenomenology when 
thinking about clinical practice.  Dr. Cox, who was setting up a study 
JURXSDURXQGWKHHIIHFWVRI µ7KH$HROLDQ0RGH¶ LQFOLQLFDOSUDFWLFHDVNHG
me to join his study group because, as he said, [I am paraphrasing], µ\RXU
other job is DQ DUWLVW DQG DUWLVWV NQRZ DERXW SRLHVLV¶.  Dr. Cox thought 
                                                             
19 W.R.D. Fairbairn, Psychoanalytic Studies of the Personality (Brunner Routledge, 1952), 
Fairbairn re-RULHQWDWHG SV\FKRDQDO\VLV E\ FHQWULQJ KXPDQ GHYHORSPHQW RQ WKH LQIDQW¶V
innate need for relationships, describing the process of splitting and internal dynamic 
between ego and object.  His elegant theory developed in 1952 is still a vital framework of 
psychoanalytical theory and practice, infant research, group relations and family therapy. 
20 Carl Jung created a school that differed from Jung in theory called Analytical Psychology.  
For Jung libido meant a composite of all creative instincts and impulses and that the 
unconscious is composed of two parts, personal and collective.  
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WKDW DUWLVWV KDYH DFFHVV WR D GLIIHUHQW NLQG RI µNQRZLQJ¶ DQG LW ZDV WKH
artist in society who would be most familiar with the need for poiesis 
when meeting an obstacle in the creative process.  The group ran for a 
number of years and, after the group finished, we continued meeting to 
discuss his methodology and the idea that there were grounds in the 
concept of poiesis for further research; we decided it would be interesting 
and informative to take this research into another field of enquiry.  In the 
following quote you get good insight into tKH HVVHQFH RI &R[¶V
methodology.  TKHDLPRI&R[¶V$HROLDQ0RGHLVWRUHOHDVHFUHDWLYHHQHUJ\
by freeing an individual from the restrictive (obstruction) legacy of the 
past: 
³The Aeolian Mode of psychotherapy takes its name from the 
Aeolian harp.  ,WGHSHQGVXSRQWKHWKHUDSLVW¶VFDSDFLW\WRSLFN
XS WKH µPXVLF LQ WKHZLQG¶ DQG µ7KH$HROLDQ¶ZDVRULJLQDOO\ DQ
early musical mode.  It is, in itself, a metaphor, which conveys 
customary clinical concerns.  But it does more than this.  The 
Aeolian Mode also facilitates response to the numerous 
nuances, anGWKHKLQWVRIµRWKHU WKLQJV¶ZKLFK so often  people  
space.21 
$ FORVHH[DPLQDWLRQRI WKH IRXQGDWLRQRI&R[¶VPHWKRGRORJ\ VKRZV WKDW
the aim is to adhere to strict clinical, physiological, neurological and 
psychological understandings of patient pathology, holding very much to 
clinical principles and material while creating a place of encounter through 
µSRHWLF LQGXFWLRQ¶ 22  DQG µPXWDWLYH PHWDSKRU¶ 23  that can deal with deep 
                                                             
21 Murray Cox and Alice Theilgaard,  Mutative Metaphors in Psychotherapy, The Aeolian 
Mode (Tavistock Publications Ltd, 1987), xxvi. 
22 See glossary.    
23 See glossary.  There is also very interesting new work being done by George Lakoff, 
linguist and Mark JohQVRQSKLORVRSKHU RQ WKHDUJXPHQW WKDW µPHWDSKRU¶ LVSHUYDVLYH LQ
everyday life and takes the work on from Dr. Murray Cox around the importance of 
metaphor,  and an alternative not just in language but also in thought and action.  
http://the literarylink.com/metaphors.html, George Lakoff and Mark Johnson, Metaphors 
we live by (The University of Chicago Press Ltd., London) 1980. 
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emotional trauma, as well as existential anxieties.  Dr. &R[¶V PHWKRG
emerged with an intention to be able to work with patients who were 
thought to be too fragile for traditional psychoanalytical methods (that is 
the psychoanalytical approach of starting at the surface and working 
deep).  &R[¶V PHWKRG was at variance with traditional psychoanalytic 
procedure, because its aim was to start deep and then bring the image or 
IHHOLQJWRWKHVXUIDFH%DFKHODUG¶V3DUDGR[.24  
According to Cox:  
³It means that therapeutic initiatives do not primarily attempt 
to overcome resistance, or try to gain access through an 
inadequate defensive protection to a fragile precarious core.  On 
WKH FRQWUDU\ µ7KH $HROLDQ 0RGH¶ HQJHQGHUV PRYHPHQW ZKLFK
originates in the depths of experience.´25  
He felt his ZRUNZDVDERXWWKHLPSDFWWKDWWKHµJUHDWHUSRHWU\¶,WRRNWKLV
WRPHDQ µWKHJUHDWHUSRHWU\¶ WKDW LQIRUPVRXU OLYHVKHOGZLWKLQD µpoetic¶ 
imagination) and other aspects of the creative imagination has on 
everyday clinical practice.  Dr. &R[IRXQGWKDW³DQLPDJHFRXOGVDIHO\KROG
experience which was too painful, too brittle, or too broken to be firm 
HQRXJKWRWROHUDWHDQDO\VLV´26 
Such patients enabled him to see that the image, activated by metaphor, 
could be the location of exploration or the fabric of support.   
                                                             
24  6HH JORVVDU\  'U &R[ WKRXJKW WKDW µ$HROLDQ¶ initiatives reach the depths precisely 
because they adopt a non-invasive approach.  Although to be more accurate, they do not 
reach the depths, they start there.  
25 Ibid. 18. Cox discusses his insight into the benefits of image and metaphor in clinical 
SUDFWLFH µ:H VXJJHVW WKDW GHHS DIIHFWLYH PDWHULDO LQ WKH patients inner world can be 
contained, changed, or consolidated but the appropriate use of poiesis in which new 
resources are called into being.  These resources fulfill the criteria of poiesis because, as 
far as the patients concerned, something has been called into existence, in the shape of 
QHZFDSDFLWDWHVHQKDQFHGUHVLOLHQFHZKLFKZHUHQRWWKHUHEHIRUH¶ 
26 Ibid.,18. 
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In the assessment of Dr. &R[¶VDSSURDFK,ILUVWGHYHORSHGDPDWUL[which 
analyzed his conceptual framework (Appendix A).  I, too, began to 
formulate my own conceptual ideas for this body of research.  I realized 
the method employed at Broadmoor focused very centrally on two ideas 
that had been part of my own experience in studio practice.  Firstly, I 
could see the principle of BDFKHODUG¶V3DUDGR[LQZKLFKµWKHLPDJHPXVW
touch the depths before it stirs the surface¶ DV , KDG IRXQG P\VHOI
working on images in studio practice that came from the depths of past 
H[SHULHQFHRUHPHUJHGIURPWKHµXQNQRZQ¶.  Secondly, having had a long-
term personal obstacle to painting, I wondered whether, LI,IRXQGDµQHZ¶
approach to obstruction formulated from artistic experience (looking at 
Virtue/Parker) and my personal research, I could overcome my obstacle 
and create my own methodology to deal with my obstruction to paint.   
Despite having two relatively successful analyses, whilst my creative 
ability thrived in sculpture, my long-term obstruction to painting did not 
diminish.  Dr. &R[KDGGHYHORSHGDµQHZ¶PHWKRGRORJ\WRRYHUFRPHVRPH
of the obstacles that he was finding with inpatients at Broadmoor who 
could µJRQRIXUWKHU¶SV\FKROogically, which inspired me to think about the 
concept of poiesis in greater depth.  From this point, I began to wonder 
how artists, students, teachers and established artists, dealt with 
obstruction and poiesis and if there was a dialogue between two different 
schools of thought ± the method found in The Aeolian Mode and the 
approaches that artists took in their day-to-day lives in studio practice.  It 
was evident that there were interesting and creative insights that I had 
witnessed within Dr. &R[¶V Pethodology that could be used as a 
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framework with which to differentiate artists from psychoanalytical and 
µ$HROLDQ¶SUDFWLFHV.  $WWKLVVWDJHZKLFKZDVWKHHDUO\¶V,ZDVERWK
familiar with Dr. &R[¶VPHWKRGD WUDGLWLRQDOFreudian school of thought, 
Jungian theory and extensive analysis.  When thinking of formulating this 
research project, for a number of reasons, I very much favoured Cox and 
Jung as being more theoretically useful to my research than Freud.  The 
DQDO\VLV RI )UHXG DQG -XQJ¶V LQIOXHQFe on art today will be examined 
extensively in the literary survey but, at this point, it is important to note 
that there are some core concepts that made me favour Jung and Cox for 
this body of research.  First of all, Dr. Cox had four principal ideas that 
seem to show an artistic mind at work, his ideas around: µpoetic 
LQGXFWLRQ¶ µBDFKHODUG¶V SDUDGR[¶ µSKHQRPHQRORJ\¶ DQG WKH µPXWDWLve 
PHWDSKRU¶.  I also favoured -XQJ¶V LGHDV DURXQG µLQGLYLGXDWLRQ¶, because 
the application of this concept enables the artist to speak through their 
own journey and perceptions.  I would claim that Freud is the more rigid 
thinker since his approach to art from my area of research seems to 
indicate that, while he became ambivalent about the ability 
psychoanalysis had to illuminate artistic process,27 he appears, as Nicola 
*ORYHULQIRUPVXVLQ)UHXG¶Vµ7KHRU\RQ$UWDQG&UHDWLYLW\¶, not to be able 
to grasp artistic processes.28  
Taking a look at Dr. &R[¶V FOLQLFDO ZRUN WR H[DPLQH DQ\ VLPLODULWLHV LQ
DSSURDFKWRDUWLVWLFSUDFWLFHKHZDVRQFHDVNHGLIKHFRXOGJLYHDµWKXPE
                                                             
27  Sigmund Freud, The Complete Psychological works of Sigmund Freud, Volume XI Five 
Lectures on psycho-analysis Leonardo Da Vinci and other works, (The Hogarth Press and 
The Institute of Psychoanalysis, 1957),134. 
28  1LFROD*ORYHU³)UHXG¶V7KHRU\RI$UWDQG&UHDWLYLW\´
http://www.psychomedia.it/pm/culture/visart/glover.html 
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QDLO¶ DSSURDFK WR WKH HVVHQWLDO SURFHVV.  This is his assessment on the 
encounter with a patient:  
³$WWHQG.  Witness.  Wait.  Discern, formulate, potentiate, and reflect 
mutative metaphoric material.  Attend.  Witness.  :DLW´29  
$WILUVWJODQFHWKLVVKRZVXVDµQHJDWLYHFDSDELOLW\¶30 that is the ability to 
µQRWNQRZ¶ZKLFKLVDOVRVDLGWREHLQWULQVLFWRDUWLVWLFSUDFWLFH.  31 
1.4 The Influences on the Formulation of the 
Research Project   
At the same time as attending the study group with Dr. Cox, I began to 
use the work of W.R.D. Fairbairn in my clinical practice as a point of 
reference.  Fairbairn answered the academic and clinical struggle that I 
ZDVKDYLQJZLWK VRPHRI )UHXG¶V LGHDV.  Fairbairn, who was part of the 
Freudian µMiddle Group Object Relations Theorists¶ DUJXHG ZLWK )UHXG
DERXW KLV µSOHDVXUH SULQFLSOH¶ DQG VWDWHG WKDW WKH REMHFW LV QRW SXUHO\
µSOHDVXUHVHHNLQJ¶EXWLVLQIDFWµREMHFWVHHNLQJ¶32  When formulating ideas 
IRU WKLV UHVHDUFK SURMHFW )DLUEDLUQ¶V statement allows us the idea of 
conceiving poiesis (the call) as a question of libidinal investment, objects 
in the process of becoming objects, seeking a relationship.33  )DLUEDLUQ¶V
critical reorientation of psychoanalysis helps us in the intrinsic importance 
                                                             
29  Murray Cox & Alice Theilgaard, Mutative metaphors n psychotherapy, (Tavistock 
Publications Ltd, 1987), xxix. 
30  See glossary.  The philosopher, Dr. Rachel Jones, has done extensive research into the 
DUHDRIµQRWNQRZLQJ¶ 
http://www.dundee.acuk/philosphy/staff/racheljones 
31  6\PSRVLXP ³2Q QRW NQRZLQJ KRZ DUWLVW¶V WKLQN´ ODVW PRGLILHG  -XQH 
http://www.kettlesyard.co.uk/exhibitions.symposiu.html 
32 See glossary.  
33 See glossary. 
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of the methodology of the conversation, in the same way he puts the 
infant¶VDQGFKLOG¶VQHHGs for a relationship at the centre of development.34  
Taking this LGHD WKDW µZHVHHN WKHREMHFW¶ DQG, taking it further through 
the work of the Irish philosopher Richard Kearney (Appendix A) who 
argues that it is only through the surrender of a solipsistic imagination 
DQG WKH UHLQVWDWHPHQWRI µWKH2WKHU¶ZLWKLQ WKH LPDJLQDWLRQ WKDW µUDGLFDO
SRVVLELOLW\¶ FDQ RFFXU, I began to see the academic, theoretical links 
between different schools of thought.  For example, philosophy and 
psychology were ostensibly talking about similar areas of enquiry into the 
LPSRUWDQFHRIµWKH2WKHU¶LQFUHDWLYHSURFHVVHV.  This, in turn, was pushing 
me forward towards the formulation of the idea that I would need a 
µPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶WRHQDEOHDQHZERG\RIZRUNLQDUWLVWLF
enquiry.   
As Kearney states:  
³The imagination is forever in crisis and that this very crisis of 
conscience is a revelatory symptom of its inability to reduce 
others to the representational form of any given image ± be it 
mimetic, productive or parodic.  That is why we feel compelled 
to continue the search for a postmodern imagination, one 
willing to accept that whatever particular narrative it chooses or 
ZKDWHYHU LPDJH LW FRQVWUXFWV WKHUH LVDOZD\VVRPH µRWKHUQHVV¶
which transcends it, and needless to say this other will always 
entail radical possibility.´35 
 
Finally, there were a number of factors that made me adopt a general 
Jungian approach in my enquiry.  Jung sets out his departure from Freud 
                                                             
34 W.R.D. Fairbairn, Psychoanalytical studies of the Personality (Bruner Routledge, 1952), 
xi. 
35 Richard Kearney,  The Wake of the Imagination (Routledge, 2004), 396.  
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very clearly, magnifying their differences.  These are the differences of 
approach in his understanding of the psyche:  
(a)  Repression and sublimation cannot explain all conditions.   
(b) That unconscious images, the process of individuation and 
teleology are significant processes in psychological 
development and change (this is a profound link to Cox and 
his stipulation of the importance of the image in his theory 
of the Aeolian Mode). 
(c) Libido, which Jung called psychic energy is not exclusively 
sexual.36   
This links strongly to the psychoanalyst¶s, Fairbairn, disagreement with 
Freud and is part of my argument against the use of pathography in art 
interpretation.    
-XQJ.HDUQH\DQG&R[EHOLHYHWKDWLWLVWKHµLPDJLQDWLRQ¶WKDWFDQSOD\D
liberating role in modern culture; for Cox and Kearney it is particularly the 
µSRHWLFLPDJLQDWLRQ¶WKDWKDVDJUHDWHULPSDFW.   
Here, too, we have the central compelling ideas: )DLUEDLUQ¶V LGHD DERXW
µVHHNLQJ WKH REMHFW¶; .HDUQH\¶V LGHD DERXW µUDGLFDO SRVVLELOLW\¶ DQG &R[¶V
LGHD DERXW µFDOO¶.  The final link, which is important to this enquiry, 
connects a phenomenological and existential approach into understanding 
how we look at studio practice.  My understanding of a phenomenological 
approach was gathered through the work of Hans Cohn, an existential 
                                                             
36  See Literature Review for in-GHSWK DQDO\VLV RI )UHXG DQG -XQJ¶V GLIIHUHQFHV 6HH
glossary.  
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psychotherapist.37  Cohn talks about the aim of phenomenology where 
practice moves between phenomenology and existentialism.  This was 
useful for my understanding of how the methodology of this PhD research 
could be understood using an existential approach which would enable us 
to think about the significance of the methodology of the conversation as 
well as the creative possibilities inherent and contained in the moment of 
exchange.  There are four methodological principles that determine this 
research project:  
x The first is that we need µencounter¶ to stop repetition and create 
the µnew¶ found withLQWKHµPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶38 
x The second is that this is intrinsic to another, which we creatively 
seek. 
x 7KHWKLUGVWDWHVWKDWZHµFDOO¶ZKHQZHmeet an obstruction. 
x The fourth phenomenological attitude is that we are looking at the 
place where being discloses itself (my emphasis) in the 
µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ ± that is, the being (my 
emphasis) of an artist at work in the creative process.   
When Hans Cohn is talking of his own psychotherapeutic approach to 
practice in the phenomenology of existence he helps my approach to this 
research enormously by saying:  
                                                             
37 Hans W. Cohn, Existential Thought and Therapeutic Practice (Sage Publications, 1997). 
Hans Cohn is an existential psychotherapist in private practice, he lectures at the School of 
Psychotherapy and Counselling in Regents College, London.  He demonstrates how the 
existential approach opens up access to issues that other therapeutic orientations have 
neglected, such as the difficulty of choice, the burden of responsibility and the inevitability 
of death.  
38 6LPRQ2¶6XOOLYDQArt Encounters Deleuze/and Guattari/thought beyond representation 
(Anthony Rowe Ltd, 2006), 1. 
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³Phenomenology and the existential view have in common a 
focus on immediate experience.  But the existentialist is 
predominantly concerned with the experience of existence, 
while the phenomenologist tends to explore the process of 
experience as such, without being interested in whether what is 
experienced actually exists or not.  Robert. C. Solomon puts it 
somewhat differently by saying that in the existential approach 
it is not those experiences relating to knowing and reasoning 
that are the paradigm to be examined but rather the 
experiences of doing, participating and choosing.  If human 
H[LVWHQFH LV µEHLQJ-LQ WKH ZRUOG¶ LW PHDQV WKDW WKHUH LV D
constant involvement with all that is there is ± interaction is 
inevitable and detachment impossible.39 
Therefore, through these four approaches I mean to explore the necessity 
of encounter and obstruction in calling poiesis.  In conversation with the 
ODWH-RKQ2¶'RQRKXH,GLVFXVVHGLQGHSWKWKHµ3RHWLFVRIWKH3RVVLEOH¶DW
both the outset of my application to do this PhD research through 
Wimbledon School of Art and during the first three years of this research, 
before his sudden death.  2¶ 'RQRKXH DFWHG DV DQ H[WHUQDO VRXQGLQJ
board to the formulation of the philosopKLFDO DSSURDFK RI µSRVVLELOLW\¶40.  
2XU FRQYHUVDWLRQVZHUH VHW DURXQG WKHGHYHORSPHQWRI .HDUQH\¶VZRUN
my experience as an aUWLVW DQG SV\FKRWKHUDSLVW DQG 2¶'RQRKXH¶V RZQ
ZRUNRQµSRVVLELOLW\¶.  The following quotes are from an unpublished paper:   
³Reality dwelt in being as possibility.  From the beginning, then, 
possibility was not merely an imagined theoretical construct to 
ground the source of emergence and arrival, it was also seen as 
a matrix of living force which urged things into existence then 
infused existence with relentless invitations to actualize what 
ZDVµQRW\HW¶.´41 
7KH LGHDRI2¶'RQRKXH¶V WKDW LV FHQWUDOO\ important here, LV WKDW µUHDOLW\
dwelt in being [my emphasis] as µSRVVLELOLW\¶; this very much helped me 
                                                             
39  Hans W. Cohn, Existential Thought and Therapeutic Practice (Sage Publications 1997), 
33. 
40 -RKQ2¶'RQRKXHKDGD3K'IURP7XELQJHQ8QLYHUVLW\ LQ*HUPDQ\RQ+HJHODQGZDVD
Master of Eckhartian thought, poet and writer, (1956-2009). 
41 -RKQ2¶'RQRKXHµ3RHWLFVRIWKH3RVVLEOH¶ (unpublished 2009), 2. 
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WKLQN LQWRWKH LGHDRI µSRVVLELOLW\¶DQG µEHLQJ¶ in studio practice and how 
this becomes a µliving force¶ that attends work that is µQRW \HW¶ ERUQ.  
Parker gives a good example of this in her own personal methodology in 
bringing forth new work.42 
Finally, when thinking about possibility, my aims were consolidated from 
conversations with John 2¶'RQRKXH and developing thoughts around 
poiesis.  While this thesis does adhere to both a productive imagination 
DQG DQ LPDJLQDWLRQ WKDW LV µHQGOHVVO\ EHFRPLQJ¶ , ZDV QRW ZDQWLQJ WR
FRQYH\ DQ LGHD RI µDFWLRQ¶ DQG µDUULYDO¶ DQGZDQWHG WR EH FDUHIXO QRW WR
K\SRVWDVL]H µSRVVLELOLW\¶ LQWR VRPH NLQG RI DGMDFHQW DQG VHOI-completed 
singular guest who simply enters with a pre-arranged gift.  What I hope to 
show through the methodology of the conversation is the openness of the 
encounter and the diversity of call within the concept of poiesis.  Poiesis is 
not beginning again, it is calling the new; it is from nothing to possibility, 
from nothing to a moment of change.    
1.5. The Artists who influenced the Trajectory of 
Enquiry ± John Virtue (painter) and Cornelia 
Parker (sculptor) 
Just prior to my submitting an application to undertake this PhD Research 
Project in 2005, I came across the work of John Virtue at an exhibition of 
his µLondon Paintings¶ where he was artist in residence at The National 
Gallery.  It was watching the video produced by Jake Auerbach on Virtue 
that brought the world I had encountered with Dr. Cox and the idea that 
this PhD could be worth pursuing, to the forefront of my mind, tethering 
                                                             
42 Cornelia Parker.  Interview by author, London, UK, September 15, 2011. 
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poiesis conceptually to obstruction.43  Gifford Dixon gives a very good 
example of Virtue¶s approach to painting, Virtue¶s own encounter with 
obstruction and his courage to enter what is known aVWKHµYLDQHJDWLYD¶.  
7R EHJLQ D QHZ ERG\ RIZRUN RU µQHZ VWDJH¶ LQ KLV FUHDWLYH OLIH Virtue 
destroys all his previous work and begins anew, welcoming the fight as he 
struggles to bring forth form:  
³But the paintings fought against their creator and kept falling 
apart despite his best efforts.  Brave enough to recognize that 
this was happening (perhaps also welcoming the development) 
he decided to participate in the process rather than resist it.  
There would be no more assemblages.  The grid had become 
the ground and in doing so had declared its obsolescence.  He 
decided to abandon it.  He found himself on new territory, in art 
as in life.  So he bought several large canvases and began to 
paint to abandon something, may be to find it again by a 
different way. To find it again by a different way and to see it 
anew.  The artist had altered his way of working, but his 
preoccupations remained the same.´44 
,Q 9LUWXH¶V RZQ ZRUGV WKLV ZDV D SURFHVV RI PHWDPRUSKRVLV HDFK
brushstroke a call.45  John Virtue shows an approach to obstruction that 
very much calls the obstruction to the foreground of the actions taking 
place in studio practice.    
Interestingly in my conversation with Cornelia Parker, she very much 
FRQWHQGV WKDW WKH ZKROH RI KHU RHXYUH LV DERXW µDYRLGLQJ¶ WKH REMHFW.46  
3DUNHU¶VDSSURDFK WRREVWUXFWLRQSURYLGHG WKH ILQDO OLQN WKDWEURXJKW my 
work as a psychotherapist and its investigative enquiry together with a 
credible artistic enquiry into art practice, because I noted a similarity in 
                                                             
43  John Virtue, directed by Jake Auerbach (Jake Auerbach Films Ltd DVD 2005). 
44  Andrew Graham Dixon,   ³$ OHDS LQ WKH 'DUN´ in John Virtue (Arnolfini/Bristol 
Whitechapel Art Gallery/The Douglas Hyde Gallery, 1995),2,3. 
45 Interview with John Virtue, London Paintings directed by Jake Auerbach, (Jake Auerbach 
Films, 2005). 
46 Cornelia Parker, interview by author, London, UK, September 15, 2011.  
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DSSURDFKEHWZHHQ3DUNHU¶VZRUNDQG7KH$HROLDQ0RGH.  It was when I 
realized that she had avoided her obstruction; this resonated with me, as 
I had witnessed this approach in the methodology that I had seen at play 
in Dr. &R[¶V$HROLDQ0RGH.  To put it simply, they both did not confront 
obstructions head on.  Parker wanted to move from being a painter to 
being a sculptor and missed out on the formative years of studying how to 
construct a sculpture.  6KHZDVDOVRSXWRIIVFXOSWXUH³:KHQ\RXDUHDW
Art College you think sculpture is all about bronze and lumps of stone, 
DERXW WKHPDVV´  3DUNHU VDZ VFXOSWXUH as too dogmatic, too fixed, too 
solid and she could not absorb it; so she encounters an obstruction and 
then seems to leap over it: ³,VWDUWHGPDNLQJVFXOSWXUHZKHQ,UHDOL]HGLW
FRXOGEHDQHSKHPHUDOWKLQJ´47  
Parker changes direction in her studio work from painting to sculpture.  
:LWK3DUNHU¶VH[SORGLQJVKHG(Cold Dark Matter, An exploded view, 1991), 
(Appendix B), you can see, the way she has avoided her obstruction.  
Missing out on the first year as a sculptor created an obstruction, which 
seems to have energized Parker into creating a canon; leaping over her 
REVWUXFWLRQRI µQRW NQRZLQJ¶KRZ to build a sculpture, she literally blows 
things up.  The Lacanian analyst Darian Leader says, ³Change of state is 
HYHQFOHDUHU LQ3DUNHU¶Vcelebrated suspension pieces, like the exploding 
shed (µ&ROG 'DUN 0DWWHU $Q H[SORGHG 9LHZ¶, 1991) or chalk fall from 
Beachy Head, (µAside of England¶, 1999.)  Here, the moment of change is 
arrested, literally suspended.  In some of these works, we see neither a 
                                                             
47 Cornelia Parker, interview by author, London, UK, September 15, 2011.  
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before nor an after; but the moment of change itself´ (poiesis).48  Finally, 
in my own creative experience of being a sculptor, I also met an 
obstruction, which had been entrenched for many years of not being able 
to paint.  When I began my artistic studies, I had been able to move quite 
easily between the two mediums of painting and sculpture but through an 
encounter with a restrictive teaching model in formative years had lost the 
ability.  I had approached my problem through traditional analytical 
models of analysis to remove my emotional block to no avail.  I was well 
analyzed but the obstacle was firmly entrenched.  The analytical 
framework did indeed enable my capacity as a sculptor to develop tenfold, 
but as far as the original obstruction to painting was concerned, no real 
in-roads were made.  On leaving analysis, I began to think, as poiesis was 
QRUPDOO\ VHHQZLWK SUD[LV WKDWPD\EH , QHHGHG WR µGR¶ DQG WR DGRSW D
more alchemical approach to my practice by doing what artists do, which 
LVµWKLQN¶LQVXEVtances; WKDWLVSDLQWUDWKHUWKDQµWKLQN¶SV\FKRDQDO\WLFDOO\
about the obstruction I had.  I decided to look at the way other artists 
were dealing with their obstructions.  It seemed, also theoretically to me, 
WKDWIRUµUDGLFDOSRVVLELOLW\¶WRRFFXULQWKe area of obstruction, I needed to 
H[SORUH.HDUQH\¶VLGHDDERXWµDQRWKHURXWVLGHRQH¶V RZQLPDJLQDWLRQ¶DQG
find a new conversation, so that the solipsism within my own approach 
could be challenged in a different way in my studio practice.  It was also 
impRUWDQWIRUPHWRGLVFRYHULIWKLVµFRQFHSW¶RISRLHVLVZKLFK,KDGVHHQ
successfully employed within The Aeolian Mode/Broadmoor, was RI µXVH¶
RUµH[SHULHQFHG¶LQDUWLVWLFSUDFWLFH.   
                                                             
48  Darian Leader, ³7KHGRXEOHOLIHRIREMHFWV´LQ3HUSHWXDO&DQRQ(Kerber 2004), 72. 
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At that time too, I was struck by E.H. *RPEULFK¶Vcomments around art 
history and mystery:  
³It has become the standard accusation against art history that 
it concentrates on a search of influences and thereby misses the 
µP\VWHU\¶RIFUHDWLYLW\EXWWKLVLVQRWQHFHVVDULO\WKHFDVH.  The 
more we become aware of the enormous pull in man to repeat 
what he has learned; the greater, then, is our admiration for 
those special beings that can break the spell, challenge the 
canon and make significant advance upon which others can 
build.´ 49 
 
If we hold in mind that DUWLVWVKDYHDFFHVVWRVRPHWKLQJµRWKHU¶DQGDV
.HDUQH\ VD\V WKH RWKHU KROGV µUDGLFDO SRVVLELOLW\¶ WKHQ ³WR WKLQN LV QR
longer to contemplate but to be engaged, merged with what we think, 
launched, the dramatic HYHQWRIEHLQJ LQWKHZRUOG´ WRTXRWH/evinas;50 
however, I would add the dramatic event of being at work in the studio in 
the very tension in which the condition of tension is assumed, the 
imagination in crisis, the call to the other made, an alchemical process 
engaging with obstruction or avoiding obstruction in which the artist sets 
to work and brings forth form. 
The psychoanalysts, theoreticians, philosophers I have consulted have 
JLYHQWKLV3K'DFHUWDLQµVHWRIJODVVHV¶WKLVSHUVSHFWLYHLVµQHZ¶ZKHQLWLV
set within artistic enquiry that does not seek to impose received ideas on 
top of artistic practice, but instead seeks to analyze where there is a 
commonality of approach and where there are differences.  At the same 
WLPHLWZLOOEHWKHXQIROGLQJRIWKHDUWLVW¶VFRQYHUVDWLRQVWKDWZLll enable 
                                                             
49  E.H. Gombrich,  Art and illusion (Phaidon 1959), 20. 
50  Emanuel Levinas, Entre Nous (The Athlone Press Ltd, 1998), 3. 
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this research project to approach areas of creativity with insights that 
challenge received interpretations from other schools of thought.    
This introduction has mapped out the trajectory of enquiry, the very 
different schools of thought influeQFLQJWKLVUHVHDUFK IURP&R[¶VWKHRU\ 
The Aeolian Mode, psychoanalytic and analytical theoreticians, to the 
philosophers, and artists in practice.  The introduction has also outlined 
the aims and objectives of this body of research.   
The chapter outlines are as follows 
Literature Review ± This chapter will examine the intellectual contexts for 
my enquiry, as well as some of the concerns and challenges that have 
arisen in my research.  It analyses my background research and it sources 
the information that is necessary to build a context of research; it shows 
how my investigation relates to previous research, siting the methodology 
of the conversation, obstructions and the concept of poiesis in both art 
practice and psychoanalytic and analytical psychology.     
The Methodology of the Conversation ± This chapter describes the 
formulation of the research methodology, how this idea arose and argues 
for this methodology as a tool of research.  It gives evidence of an artist 
already employing this method through an interview with Anthony 
Caro/Mark Lawson for the BBC and confirms theoretical links to philosophy 
and psychoanalysis.   
The Analysis of Established Artists, Tutors and Students ± This chapter is 
divided into three sections, which show the analysis of the findings from 
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the interviews with the artists, a matrix of studio practice and a chart of 
key findings.    
Self-Analysis ± This chapter begins with laying out the difference between 
a well-NQRZQSV\FKRDQDO\WLFDODSSURDFKWRµ2QQRWEHLQJDEOHWRSDLQW¶by 
Marion Milner, with my own developing methodology taken from my 
research into The Aeolian Mode, Jung and my understanding of influences 
found in the work of John Virtue.  Drawing on all these understandings, 
together with the work of Professor Richard Kearney, I go on to describe 
WKH µWHQHWV RI DSSURDFK¶ WKDWZHUHXVHG WRRYHUFRPHP\ µobstruction to 
paint¶ and the stages of progression I went through.    
Conclusions and Reflections - This chapter re-examines the initial aims of 
WKLV3K'DQGWKHFRUHTXHVWLRQµ,VWKHUHDPHWKRGRORJ\WKDWHQJDJHVZLWK
REVWUXFWLRQ ZKLFK LQ WXUQ FDOOV QHZ ZRUN"¶  ,W GRHV WKLV WKURXJK
assessment and analysis of all the interviews with artists, together with an 
analysis of my own difficulty in studio practice.  I examine where there 
can be seen to be an opportunity for transfer of knowledge; that is, where 
it has been found there are some similarities between Art Practice and the 
Methodology employed at Broadmoor through The Aeolian Mode and 
where the concepWRISRLHVLVKDVQRWEHHQRI µXVH¶ LQVWXGLRSUDFWLFH.  It 
focuses on future implications and areas of research that have been 
identified through the findings within the interviews, which have important 
implications for art practice.  It ends with a simple assessment of key 
findings.   
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Chapter 2: Literature Review 
 
This literary review chapter is linked to WKHUHVHDUFKTXHVWLRQ³,VWKHUHD
methodology that engages with obstruction which, in turn, calls new 
ZRUN"´  I will establish the core concepts that have been applied in this 
PhD in art practice, psychoanalytical practice and theory and Jungian 
practice and theory.    
 
The central concepts of this PhD are Poiesis, Obstruction and µWKH
PHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶.  After outlining the need in art practice 
and psychoanalytical and analytical psychology for this body of research 
and its relevance to art practice today, I will then examine and elucidate 
an understanding of the methodology of the conversation within an 
account of the nature of the artists¶ interviews.  I will then examine the 
GHYHORSPHQW RI WKH µWDONLQJ FXUH¶ which is known as the analytical 
conversation.  At the same time, I will differentiate how my research both 
develops from the artists¶ interviews and the psychoanalytic conversation 
and offers a new perspective on WKHDUWLVW¶VLQWHUYLHZ.  I will then examine 
the concepts of Poiesis and Obstruction in the past in both art practice and 
analytical practice settings.   
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I will also look at the way art has come to be seen today from a 
psychoanalytical viewpoint by examining the historical influences of Freud 
Jung and Adler.  It is from within the context of psychoanalysis that this 
thesis originates and, together with my own study of the subsequent 
obstructions/failures I encountered in clinical practice, made me seek a 
more philosophical and poetic approach, which led me to Dr. 0XUUD\&R[¶V
door.  This thesis postulates that, whilst many artists are aware of 
psychoanalytical interpretations and modes of understanding, even those 
who are highly in favour of psychoanalytical approaches, do not generally 
YLHZWKHLUDUWDVSXUHO\DIRUPRIµVXEOLPDWLRQ¶RIQHXURWLFSURFHVVHV.  
 
However, this thesis does not wish to throw the baby (psychoanalysis) out 
with the bath water (reductive psychoanalytical interpretations around art 
practice); in fact, psychoanalysis has, for its part, always been interested 
in how artists do what they do.  Therefore, in this chapter my aim is to 
show where psychoanalysis has been insufficient in the past in its 
understandings of art; IRUH[DPSOH)UHXG¶VLQWHUSUHWDWLRQRI/HRQDUGR'D
Vinci, is discussed in depth in this thesis.  The psychoanalyst, Nicola 
Glover, shows us one of the main pitfalls that psychoanalysis fell into in 
the past when she says: ³2QHRIWKHSDUDGR[HVRIDSSOLHGSV\FKRDQDO\VLV
is that, in the absence of clinical data, the pathographer must use the 
H[WHUQDO DV D SDWKZD\ WR WKH LQWHUQDO´51  *ORYHU¶V LGHD DURXQG Freudian 
theory gave support to my use of Jung in my general theoretical approach 
                                                             
51 *ORYHU1LFROD³FUHXG¶V7KHRU\RI&UHDWLYLW\´ last modified August 23, 2009,  
http://psychomedia.it/pm/culture/visarts/glover.html 
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in this thesis.  -XQJ¶V WHOHRORJLFDO52 future-focused approach allows art 
practice a dynamic role, which positions the artistic journey as a 
PRYHPHQWWRZDUGVµLQGLYLGXDWLRQ¶Rf the artistic self.  7KHµPHWKRGRORJ\RI
WKH FRQYHUVDWLRQ¶ GHYHORSHG LQ WKLV WKHVLV UHIHUV WR WKH µindividuating 
journey¶; however, it also moves the focus of enquiry away from an 
external applied approach that psychoanalysis can fall prey to when there 
is a lack of direct dialogue (leading to pathographic approaches).  
Therefore, ,KDYHFRPHWRWKHFRQFOXVLRQWKDWWKURXJKDµPHWKRGRORJ\RI
WKH FRQYHUVDWLRQ¶ ZH FDQ KDYH DFFHVV WR VRPH DVSHFWV RI WKH µLQWHUQDO
ZRUOG¶ RI DUWLVWLF FRQFHUQV DV RSSRVHG WR WKH LQWHUQDO ZRUOG RI
psychoanalytic interpretation, no matter how relevant.  Thus, it is possible 
to open up a conversation on what artists feel about what they do, instead 
of what other disciplines think or feel that they are doing in art practice.   
Following this I will look at the role obstruction and engagement has with 
the concept of poiesis in art practice by considering the past and 
examining the same concepts in the context of psychoanalytic and 
analytical psychology in the early work of Freud and Jung.  I will show 
how the encounter with Dr. Murray Cox called the PhD question into being 
and, again, how a comparative study between the works encountered 
within The Aeolian Mode and the experience of studio practice warrants 
research.  Finally, LQWKLVFKDSWHU,EULHIO\H[DPLQH-DPHV(ONLQ¶V WKHRU\
RQ µ:K\$UW FDQQRWEH WDXJKW¶.  I see James Elkins as undervaluing the 
FUHDWLYH LPSRUWDQFH RI WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ DQG WKH
philosophical idea that the call to the other can, as Kearney informs us, 
KROGµUDGLFDOSRVVLELOLW\¶.   
                                                             
52  See glossary.    
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2.1 Answering a need in studio practice  
 
,Q-XQHDV\PSRVLXPHQWLWOHG µ2Q1RW.QRZLQJKRZDUWLVWVWKLQN¶
was KHOG DW &DPEULGJH 8QLYHUVLW\ WKURXJK .HWWOH¶V <DUG.  In the online 
information pack following the symposium it was stated: 
³This one-day symposium looked at the role of µQRW NQRZLQJ¶
within the creative process.  The day examined how artists 
formulate strategies of not knowing and use the states of 
ignorance, doubt, block and failure within their decision making 
process.  7KHVWDWHRIµQRWNQRZLQJ¶LVDOVRFOHDUO\DFNQRZledged 
as an important aspect of all research, and speakers from 
across disciplines joined visual artists to debate these issues 
from a number of perspectives.´ 
 
During the general questions at the end of the µ1RW.QRZLQJ¶ conference, 
many questions were concerned with µ:KDW GR DUWLVWV GR DURXQG
REVWUXFWLRQ"¶  Whilst the symposium covered areas of practice such as 
µ1RWNQRZLQJ¶LQIXOOZLWKGHWDLOHGSDSHUV, LWZDVHYLGHQWDWµTXHVWLRQWLPH¶
that there were numerous enquiries regarding obstruction, from artists, 
art teachers and psychotherapists.   For example: µWhat do artists do 
ZKHQ WKH\ PHHW REVWUXFWLRQ"¶; µ+RZ LV ZRUN FDOOHG"¶; µ:KDW DUH RWKHUV
GRLQJ"¶For example, I remember one DUWLVWVD\LQJWKDWKHµKDGQHYHULQ
KLV OLIH EHHQXQEORFNHG¶.  Therefore, it seems that the questions held in 
this thesis are, in themselves, surfacing into consciousness to become 
literal enquiries relevant to artists in studio practice today.  As can be 
seen by the interest of the artists who have participated in the interviews 
within this research, as well as highlighted at the recent conferences on 
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µ1RW .QRZLQJ¶ DQG ³0DNLQJ 6SDFH´ KHOG DW 8&/$6ODGH,53 the tensions 
bHWZHHQµQRWNQRZLQJ¶DQGµREVWUXFWLRQ¶DQGWKHHQVXLQJPHWKRGRORJLHVLI
any, that can be engaged with or taught, are compelling areas of 
research.  These are important areas of research that many artists are 
engaged with today.  Therefore, I see this thesis as answering a need in  
both art practice and psychotherapeutic practice, as well as being useful 
WRSV\FKRWKHUDSLVWVHQJDJHGZLWKµDUWLVWV¶IRUSDWLHQWVRU, indeed, anyone 
interested in areas of creative process.  As I am both an artist and a 
psychotherapist, I see myself as well equipped to engage with the 
subjects outlined in this thesis.   
 
2.2 7KH $UWLVW¶V ,QWHUYLHZ, Talking Cure and Core 
Concepts  
 
When looking at the development of the Artist¶s Interview, it can be seen 
that over the previous century conversations about art have become more 
intimate and direct.  7KH DUWLVW¶V LQWHUYLHZ and conversations between 
artists give testament to the importance and the transformative and 
creative qualities held within the conversation: 
³Understanding, trying to comprehend others, seeking 
communication with others ± all these are processes of the life 
world.  One should be able to take on tasks of communication 
where understanding is the issue, as it interacts with art and 
science.  However, when human beings speak with one another 
and inhabit the communicative world, this complex interaction 
FDQ¶WEHIully captured by scientific method alone.  It is a fatal 
error to assume that the incomplete nature of our world 
experience can ever be negotiated through the so called 
                                                             
53 ³0DNLQJ6SDFH´7KH3V\FKRDQDO\VLV8QLW8&/http://www.ucl.ac.uk/psychoanalysis 
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empirical sciences when we seek communication with others, 
ZHRXUVHOYHVDUHQRPHUHµREMHFWVRIVFLHQFH¶´54 
 
This creative endeavour of the need to understand has moved the 
analytical encounter into our everyday lives.  We only have to look to the 
VXFFHVVRIWKH6XQGD\7LPHV%HVW6HOOHU µ7KH([DPLQHG/LIH¶E\6WHSKHQ
Grosz where it says on the sleeve of the book cover:  
³This book is about our desire to talk, to understand and be 
understood.  ,W¶VDOVRDERXWOLVWHQLQJWRHDFKRWKHUQRWMXVWWKH
words but the gaps in between.  :KDW,DPGHVFULELQJKHUHLVQ¶W
a magical process.  ,W¶VVRPHWKLQJ that is part of our everyday 
lives ± we tap, we listen.´55  
 
In our daily lives we give value to the importance and quality of our 
conversations and we have teachers and exponents of the necessity of 
dialogue and conversation in both Freud and Jung.  Freud56 and Jung57 
both examine the different attributes of transformative change (in JXQJ¶V
case) or the elevation of neurosis (in Freud¶V FDVH LQ WKH µWDONLQJFXUH¶.  
The type of approach to the conversation favoured by Jung can be seen in 
this chapter and gives testament to the similarity of the Jungian creative 
conversation and the experience of artists in studio practice.  A good 
example of the way the psychoanalytical encounter is regarded today can 
be seen in Chapter 3, The Methodology of the Conversation, where the 
                                                             
54 Richard Kearney, Debates in Continental Philosophy (Fordham University Press, 2004), 
175. 
55 Stephen Grosz, The Examined Life,  (Chatto & Windus, 2013). 
56 ,Q )UHXG KLV RULJLQDO ZRUN µ7KH ,QWHUSUHWDWLRQ RI 'UHDPV¶ JLYHV D JRRG LQVLJKW LQWR
)UHXG¶V LQWHQWLRQV LQ KLV µWDONLQJ FXUH¶  7KH SV\FKRDQDO\WLF RXWOLQH RI D FRQYHUVDWLRQ
between therapist and patient in The Methodology of the conversation iV µD PRGHUQ¶ 
example of the psychoanalytical encounter established by Freud.   
57 ,Q-XQJ¶VFROOHFWHGZRUNVWLWOHG µ7KH3UDFWLFHRI3V\FKRWKHUDS\¶\RXJHWDJRRG LQ-
depth view of how Jung himself thought the conversation of psychotherapy should be 
conducted.  I have quoted further on in this chapter Jung talking to a patient, to see the 
flow of the actual analytical conversation in practice.  
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psychoanalyst Neville Symington shows us how a conversation is 
interpreted within clinical practice.  C.G. Jung also spoke of the 
importance of the conversation outside the analytical encounter.  In a 
series of lectures from The Tavistock, 58  Jung shows the way that 
obstructions and disagreements encountered in conversations work in 
providing understanding between different schools of thought.  In the 
quote that follows, Jung discusses the unconscious process being accessed 
through the µword aVVRFLDWLRQ WHVW¶;59 however, what can also be seen 
here is that the transitional line is crossed between the conversation and 
the interview in providing greater understanding.  Jung gives a salute to 
Hans Georg Gadamer against empiricism60: 
³Dr. Howe:  This audience would like you to be provocative.  I am 
going to say a rash thing.  You and I do not regard the shape of the 
ego as a straight line.  We would be prepared to regard the sphere 
as a true shape of the self in four dimensions, of which one is the 
three-dimensional outline.  If so, will you answer a question?  
³:KDW LV WKH VFRSH RI WKDW VHOI ZKLFK, in four dimensions, is a 
moving sphere?  I suggest the answer is the universe itself, which 
LQFOXGHV\RXUFRQFHSWRIWKHFROOHFWLYHXQFRQVFLRXV´" 
 
                                                             
58  The Tavistock Institute of Human Relations (TIHR) applies social science to 
contemporary issues and problems.  It was established as a non-profit organization with 
charitable purpose in 1947. www.tavinstitute.org/ 
59 See glossary. 
60 The reference 54 is from a conversation between two philosophers Hans Georg Gadamer 
and Richard Kearney in dialogue about what takes place between two in conversation. 
Jung goes onto challenge empiricisim in the conversation between himself and other 
psycho-analysts in the quoted Tavistock Lecture.    
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Professor Jung: I should be much obliged if you would repeat that 
question. 
Dr. Howe: How big is this sphere, which is the four-dimensional 
self?  I could not help giving the answer and saying that it is the 
same bigness as the universe. 
Professor Jung: This is really a philosophical question and to answer 
it requires a great deal of theory of cognition.  The world is our 
picture.  Only childish people imagine that the world is what we 
think it is.  The image of the world is a projection of the world of 
the self, as the latter is an introjection of the world.  But only the 
special mind of a philosopher will step beyond the ordinary picture 
of the world in which there are static and isolated things.  If you 
stepped beyond that picture you would cause an earthquake in the 
ordinary mind, the whole cosmos would be shaken, the most sacred 
convictions and hopes would be upset, and I do not see why one 
should wish to disquiet things.  It is not good for patients, nor for 
doctors, it is perhaps good for philosophers.   
Dr. Ian Suttie: I should like to go back to Dr. 6WUDXVV¶VTXHVWLRQ.  I 
can understand what Dr. Strauss means and I think I can 
understand what Professor Jung means.  As far as I can see, 
Professor Jung fails to make any link between his statement and 
that of Dr. Strauss.  Dr. Strauss wanted to know how the word 
association test can show the Freudian unconscious, the material 
that is actually pushed out of mind.  As far as I understand 
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3URIHVVRU-XQJKHPHDQVZKDW)UHXGPHDQVE\WKHµ,G¶.  It seems 
to me that we should define our ideas well enough to compare 
them and not merely use them, each in our own school.   
Professor Jung: I must repeat again that my methods do not 
discover theories, they discover facts, and I tell you what facts I 
discover with these methods.  I cannot discover a castration 
complex or a repressed incest or something like that ± I find 
psychological facts not theories.  I am afraid you mix up too much 
theory with fact and you are perhaps disappointed that the 
experiments do not reveal a castration complex and such things, 
but a castration complex is a theory.  What you find in the 
association method are definite facts which we did not know before 
and which the test person also did not know in this particular light.  
I do not say he did not know it under another light.  You know 
many things when you are in your business that you do not know at 
home, and at home you know many things that you do not know in 
your official position.  Things are known in one place and 
somewhere else they are not known.  That is what we call 
unconscious.  I must repeat that we cannot penetrate the 
unconscious empirically and then discover, for instance, the 
Freudian theory of the castration complex.´61 
 
                                                             
61 C.G. Jung.  Analytical Psychology Tavistock Lectures, (Routledge and Kegan Paul Ltd, 
1968), 66, 67. 
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So for the Freudian psychoanalyst, the Jungian analyst and their 
respective patients and analysts, the aim of the conversation is one of 
encounter, witnessing and change.  Analysts are trained to listen to what 
is said and what is not said; the intention always is to let the patient 
speak.  Yet, for the artist as such, we only have to turn the clock back 
some ninety \HDUVWRVHHKRZWKH\ZHUHµVSRNHQIRU¶.  This is the art critic 
Roger Fry writing in 1920: 
³I stated that artists always lead the way in awakening a new 
admiration for forgotten and despised styles and that in doing 
so they anticipate both the archaeologist and the collector.  I 
also suggested that they were, of all people, the least fitted to 
report upon the aesthetic value of the objects they pressed 
upon us´62 
 
The creative milieu for the artist has changed since Fry wrote those 
words.  Over the preceding years, the artist can be seen to claim his 
authority; this thesis is stating that if anyone should be talking about his 
µDUW¶RU, indeed, another artist, then who better to turn to than the artist 
himself.  Established artists such as Claus Oldenburg, Andy Warhol and 
Robert Morris are placed in positions of authority due to the nature of 
their creative processes and the reception of historical avant-gardes;63 but 
always with an eye to the creative possibilities of the encounter as 
evidenced in this extract of Robert Morris talking to Benjamin Buchloh: 
 
                                                             
62 Roger Fry.  Vision and Design, (Chatto & Windus, 1920), 47. The interview with Stephen 
)XUORQJHUWXWRULQ7KH$UWLVW¶V,QWHUYLHZVLQWKHLQGH[JLYHVDGUDPDWLFDOO\GLIIHUHQWYLHZ
of the importance of the artist speaking today.  
63 M Buskirk and M. Nixon.  The Duchamp Effect (Massachusetts Institute of Technology 
and October Magazine Ltd, 1996), 33. 
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Buchloh: The question of influence is not really of primary interest 
to me.  Rather, I would like to clarify your awareness of historical 
parallels and historical repetitions.  When it comes to your 
relationship to Duchamp, that parallels seems in many instances 
more explicit. 
Morris: Right. 
Buchloh: Did you ever meet him?  
Morris: Yes.  I did know him and his work.  ,GLGQ¶WNQRZKLPYHU\
well.  I met him a few times. 
Buchloh: +HWDONVDERXW\RXDQG<YRQQH5DLQHUDV³WHUULILFSHRSOH´.  
Would our work at that time have directly related to Duchamp, or 
would Jasper Johns have been an important mediating figure?  
Morris: Johns, yes, to some extent, but I think it was Duchamp who 
was a freeing influence for me to be able to explore the different 
ways of letting process come in.  The first lead relief I made was a 
small object which had keys on it, and each key had stamped on it 
one of the words from the litanies.  So at that time my work had 
very definite references to him.  In those works it is to be seen, but 
LQ WKH ODUJH ZRUNV LW ZRXOG EH PXFK PRUH PHGLDWHG DQG , GRQ¶W
quite know how you would get at that.64 
 
                                                             
64 Ibid., 47,48. 
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Between 1962 and 1974 David Sylvester interviewed Francis Bacon 
countless times, talking to him on a diversity of subjects concerning 
%DFRQ¶VREVHVVLYHHIIRUWWRUHFRUGWKHKXPDQIRUP.  Sylvester would take 
XSRQ KLPVHOI D FUHDWLYH OLFHQFH RQ KRZ WKH DUWLVW¶V Lnterview was 
presented to the world and he would freely and radically rearrange these 
interviews to construct something he, David Sylvester, thought was more 
concise or coherent; fabrication was employed if thought necessary. 65 
Today interviews with artists are, for the most part, a transcript of what 
took place in conversation, often supported by archived recordings.66  For 
example, in the 1990s, audio recordings of µaUWLVW¶VOLYHV¶ were developed 
from National Life Stories based at the British Library.  µArtist¶V /LYHV¶ is 
run in association with the Tate and, some twenty-three years on, it now 
consists of almost three hundred artist¶V life stories.  The aim of the 
project is to make in-depth recordings, some spanning a decade, to 
develop an oral history that sets art practice within a broader 
autobiographical framework.  The methodology used within this huge 
body of work is based on narrative, which at times focuses on a general 
theme, such as artists talking about drawing.67  Here, one can draw a 
GLVWLQFWLRQEHWZHHQµ7KH0HWKRGRORJ\RIWKH&RQYHUVDWLRQ¶DQGWKHDUWLVW¶s 
                                                             
65 David Sylvester, Interviews with Francis Bacon 1962-1979 (Thames and Hudson, 1975), 
7. 
66 The NLS life story recordings are unedited but when making a CD or using extracts from 
an article they can be edited but always it is made clear that there has been an edit, either 
by means of using punctuation (such as to indicate that a section has been omitted rather 
than making it appear that the sentences ran together uninterrupted) or by stating that 
they have been edited.  The key aim is to keep to the spirit of what was said, distort as 
little as possible and be true to the person. Depending on the speech patterns, there tends 
to be a balance between keeping true to the spirit versus making it bearable for the 
reader, i.e. if someone is always starting sentences and not really finishing them or 
veering off into many sub clauses or half repeating sentences before getting to the nub 
most readers will tune out. E-mail correspondence with Cathy Courtney, 31 July, 2013.  
67 Connecting Lines - Artists Talk About Drawing (Artists Lives, National Life Stories CD, 
2010).  
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interview.  My differentiation of the µmethodology of the conversation¶ 
IURPWKHDUWLVW¶VLQWHUYLHZDQGWKHSV\FKRDQDO\WLFVHVVLRQGHSHQGVRQP\
interpretation of the attributes brought by the actual conversation.  The 
core of this body of research is different to the work of the µKLVWRULFDO
QDUUDWLYH¶ZKLFKXQIROGVDQDUWLVW¶VOLIHRYHUORQJSHULRGV.   
In this thesis µa methodology of conversation¶ is being used in the service 
of an exploration into the concept of poiesis, obstruction, psychoanalysis 
and analytical psychology.  I make a distinction in this thesis between the 
manner in which a µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ develops the 
concepts of obstruction and poiesis in a way that is distinct from both 
interviews with artists by critics and art historians and the exchanges of 
the psychoanalytic clinic. The distinction that I am making is that within 
µWKHPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶WKHUH LVDµFDOO¶WRWKHRWKHUDQGWR
WKHDUWREMHFWWKDWLVµFDOOLQJ¶LQWRH[LVWHQFHEULQJLQJIRUWKIRUP As this 
PhD engages very directly with poiesis and poiesis is WRGRZLWKµPRPHQW¶, 
it is important to keep this idea in mind throughout the study into various 
concepts.  7KHµPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶XVHGLQVHUYLFHRIpoiesis 
can then be contrasted with, for example, interviews on µDUWLVW¶V life 
VWRULHV¶where the µnarrative itself¶ is the methodology.68  
 
                                                             
68 The social and oral historian Paul Thompson is credited and completely underpins the 
work on all the projects of National Life Stories.  Cathy Courtney (see interviewee 
biographies) works extensively on Artists Lives, which was started in 1990 and currently 
numbers 340 recordings, most of which are life stories.  It is run by National Life Stories in 
association with Tate.  NLS is based at the British Library where its recordings are housed.  
Copies of open recordings are available at Tate Britain and copies of some recordings with 
VFXOSWRUVDWWKH+HQU\0RRUH,QVWLWXWH/HHGV$W\SLFDO$UWLVWV¶/LYHVUHFRUGLQJ is 15 ± 30 
hours; however, many are much longer.  
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It is important, however, to ask whether ZHVHHµWKHPHWKRGRORJ\RIWKe 
FRQYHUVDWLRQ¶already at work in interviews with artists.  To this end, I will 
investigate interviews with Cabanne, Bacon, Duchamp, Tapies and 
Giacometti and, a more recent one, with the living artist, Gerhard Richter.   
 
The transcribed interviews between Francis Bacon and David Sylvester 
emerged over many years and the palpable intimacy between the two 
gives you a feeling that Sylvester has the trust of Bacon since there is a 
feeling of vulnerability as he expresses his longing for a conversation and 
voices his envy of other artists in different situations.  The following is a 
conversation between Francis Bacon and David Sylvester: 
 
S: ³7DONLQJDERXWWKHVLWXDWLRQLQ the way you do points, of course, 
WRWKHYHU\LVRODWHGSRVLWLRQLQZKLFK\RX¶UHZRUNLQJ.  The isolation 
is obviously a great challenge?  Would you rather be one of a 
number of artists working in a similar direction?´ 
 
B: ³,KDYHDOZD\VKRSHGWR ILQGDQRWKer painter I could really talk 
to ± somebody whose qualities DQGVHQVLELOLW\,¶GEHOLHYHLQ.  I envy 
very much.  For instance, going to another artist, I envy very much 
the situation where Eliot, Pound and Yeats were all working 
WRJHWKHU´69 
 
                                                             
69 'DYLG6\OYHVWHU µInterviews with Francis Bacon 1962-79¶ 7KDPHVDQG+XGVRQ
67. 
2. Literature Review 
 
 
 
39 
This conversation suggests precisely WKDW WKH µPHWKRGRORJ\ RI WKH
FRQYHUVDWLRQ¶ KROGV µFUHDWLYH WUHDVXUHV¶ RQO\ REtained through the 
importance of µanother¶ outside one¶s own imagination.70  What is often 
seen in earlier interviews with artists is a process of investigation into the 
DUWLVW¶V VWXGLR practice, as opposed to the dynamic benefits of the 
µmethodology of the conversation¶, which this PhD clearly identifies in the 
interview with Caro and Lawson.71  Looking at the following conversation 
between Duchamp and Cabanne, one can see an example of an 
µLQYHVWLJDWLYH DSSURDFK¶, which, in turn, not only seeks to unfold and 
explore 'XFKDPS¶V PHWKRGRORJ\ RI SUDFWLFH but also aims to grasp 
'XFKDPS¶VLQQDWHFKDUDFWHUDQGSHUFHSWLRQRIWKHZRUOG.  This is Cabanne 
and Duchamp in conversation: 
 
C: ³+RZ GR \RX H[SODLQ \RXU HYROution toward the system of 
measurements in µThe Bride¶ and µThe Large Glass¶? 
 
D: ³,H[SODLQ LWZLWK µThe Coffee Grinder¶: it was there I began to 
think I could avoid all contact with traditional pictorial painting, 
ZKLFKLVIRXQGHYHQLQFXELVPDQG LQP\RZQµ1XGHGHVFHQGLQJD
VWDLUFDVH¶.  I was able to get rid of tradition by this linear method, 
which finally detached me from elementary parallelism.  That was 
finished.  Fundamentally, I had a mania for change, like Picabia.  
                                                             
70 This, in turn, µWKDW LV WKH RWKHU LV QHHGHG IRU UDGLFDO SRVVLELOLW\¶ UHIHUHQFHV WKH PDLQ
theme in the opus of RichaUG.HDUQH\¶VZRUN LQKLVERRN µ7KH:DNHRI WKH ,PDJLQDWLRQ¶ 
(Routledge, 2008).  
71 6HH&KDSWHURQ µ7KH0HWKRGRORJ\RIWKH&RQYHUVDWLRQ¶± Interview between Anthony 
Caro and Mark Lawson dated February 2010.  
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One does something for six months, a year and one goes onto 
something else.´72  
 
An understanding of 'XFKDPS¶V PHWKRGRORJ\ RI VWXGLR SUDFWLFH also 
allows us insight into his character with statements from Duchamp like the 
following: 
 
D: ³EHFDXVH,FRQVLGHULQHIIHFWWKDWLIVRPHRQHDQ\JHQLXVZHUH
living in the heart of Africa doing extraordinary paintings every day, 
without anyone seeing WKHPKHZRXOGQ¶WH[LVt´73 
 
David Sylvester gives us an in-depth and beautiful insight into studio 
practice through conversations and time spent with Giacometti, analyzing 
his methodology of art practice: 
 
³The practice of beginning over and over again from scratch, 
always working at speed yet through a lengthy period of time, 
cannot be explained away by any technical exigencies of using 
plaster or clay74 it is entirely a matter of inner need.  Giacometti 
has to go on and on with the thing endlessly trying to get the 
thing he wants, but not tinkering, he evidently cannot bear to 
change the thing from the outside, he needs to do it each time 
from the inside out, reliving the process of growth.  He has to 
go on and on and on for months or years, yet bring the work to 
realization as near instantaneously as humanly possible.  The 
figure as it stands has to come into being as if it had risen 
suddenly out of nothing as an unalterable whole.´75 
 
                                                             
72 Pierre Cabanne, The Documents of 20th Century Art. Dialogue with Marcel Duchamp, 
(Thames and Hudson Ltd., 1971), 37. 
73 Ibid; 49. 
74 ,I\RXUHDG6WHSKHQ)XUORQJHU¶VLQWHUYLHZ\RXZLOOVHHDGLIIHUHQWYLHZWDNHQDURXQGWKH
DUWLVW¶VUHODWLRQVKLSWRKLVPDWHULDOVDQGZKDWLVFUHDWLYHO\SRVVLEOHWKURXJKWKHPDWHULDOV¶
inherent qualities.   
75 'DYLG6\OYHVWHUµ/RRNLQJDW*DFLRPHWWL¶, (Chatto and Windus Ltd., 1994), 17. 
2. Literature Review 
 
 
 
41 
What Sylvester makes us think about in his books is the diversity of the 
DUWLVW¶V conversation and the link between the conversation and 
philosophical discourse since he hints at the philosophical dialogue taking 
place between two, the call and the artists desire to be µin¶ the 
conversation.  In this regard, it is important to refer to Richard .HDUQH\¶V 
work on viewLQJWKHµRWKHU¶KHOGRUHQFRXQWHUHGin the methodology of the 
conversation: 
³If the poetics of imagination is what keeps desire alive as an 
interminable play of possibility, it is an ethics of imagination, 
which distinguishes between the desire, which remains 
imprisoned in my subjective projects, and the desire, which 
UHVSRQGVWRWKHRWKHUQHVVRIWKHRWKHU¶VIDFHLH. not the other 
that I envisage but the other that envisages me).76 
 
Narrating itself to the other, the imagination realizes that it is 
forever in crisis; and that this very crisis of conscience is a 
revelatory symptom of its inability to reduce others to the 
UHSUHVHQWDWLRQDOIRUPRIDQ\JLYHQLPDJH´77 
 
In his writings, books and interviews,78 I think Sylvester is highlighting 
ideas that are coming into consciousness, but are not completely taken up 
in his time; his mode of enquiry hints at the themes I engage with in my 
research.  As stated earlier, when Caro and Lawson bear witness to a 
change in conscious attitude79 with a full realization oI ZKDW WKH µRWKHU¶
brings, it moves from Francis %DFRQ¶VZLVKRUORQJLQJWRa situation where 
                                                             
76 Richard Kearney, The Wake of the Imagination, (Century Hutchinson Ltd., 1988), 370. 
77 Ibid, 396.  Within this PhD the two conversations held with my supervisors are examples 
RIWKHµRWKHUQHVV¶RIRWKHUVKDYLQJDWUDQVIRUPDWional effect on the creative process of this 
WKHVLV  ,QLWLDOO\ WKURXJK WKH µLGHD¶ RI XVLQJ D PHWKRGRORJ\ RI WKH FRQYHUVDWLRQ LQ WKLV
research project which developed in conversation with my academic supervisor, and 
VHFRQGO\WKHµIUDJPHQWDWLRQRISDLQWLQJV¶ZKLFKFDPHLQWREHLQJWKURXJKWKHSHUFHSWLRQRI
my supervisor overseeing studio practice.  
78 See bibliography ± David Sylvester.  
79 7KLVDUHDRIUHVHDUFKLVRSHQWRWKHQHHGRIDJUHDWHUµLQ-GHSWK¶VWXG\DQGUHVHDUFKLQWR
the emergence into consciousness of the attributes of the conversation in studio practice.  
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the conversation itself contributes to the nature of the DUWREMHFW µDV LI¶
WKHFRQYHUVDWLRQLWVHOILVµFDOOLQJ¶WKHREMHFWLQWREHLQJ.  To put it succinctly 
WKHUHLVDµFRQVFLRXVQHVV¶DERXWWKHDWWULEXWHVWKHFRQYHUVDWLRQEULQJV 
 
Obstruction and Poiesis   
Looking first at Francis Bacon on obstruction, David Sylvester closely 
H[DPLQHV %DFRQ¶V DSSURDFK WR GLIILFXOWLHV HQFRXQWHUHG LQ KLV VWudio 
practice and the manner in which his painting gives reverence to 
paradoxical µWHQHWVRIDSSURDFK¶: 
 
S: ³,W VHHPV WR PH WKDW LQ \RXU SDLQWLQJ \RX¶YH FRQIURQWHG an 
immense and extraordinary difficulty which possibly related to your 
desire that the form should be at once very precise and very 
ambiguous.   
 
S: You have told me that half of your painting activity is disrupting 
what you can easily do.  What is it you can do easily and want to 
disrupt? 
 
B: I can sit down quite easily and make what is called a literal 
portrait of you.  So what I am disrupting all the time is this 
OLWHUDOQHVVEHFDXVH,ILQGLWXQLQWHUHVWLQJ´.80 
 
                                                             
80 David Sylvester.  Interviews with Francis Bacon 1962-79 (Thames and Hudson, 1975), 
121 
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In this, \RXFRXOGVD\WKDW%DFRQFUHDWHVDQREVWUXFWLRQWRµFDOO¶QHZZRUN.  
Today, if you look at the more recent past, you will see that Gerhard 
Richter in his interview with Rolf Gunther Dienst in 1970 adopts an 
approach akin to that of Cornelia Parker81 regarding the µDYRLGDQFH¶ of 
obstructions.   
R: ³Perhaps the choice is a negative one in that I was trying to 
avoid everything that touched on well-known issues ± or any issues 
at all, whether painterly, social or aesthetic.  I tried to find nothing 
too explicit, hence all the banal subjects; again, I tried to avoid 
letting the banal turn into my issue or trademark.  6R LW¶V DOO
evasive action.´82 
 
Richter also dramatically says: 
 
R: ³, SXUVXH QR REMHFWLYHV QR V\VWHP QR tendency, I have no 
program, no style, no direction.  I have no time for specialized 
concerns, working themes or variations that lead to mastery.  I 
steer clear of definitions; , GRQ¶W NQRZ ZKDW , ZDQW.  I am 
inconsistent, no committal, passive; I like the indefinite, the 
boundless; I like uncertainty.  Other qualities may be conducive to 
achievement, publicity, success, but they are all outworn ± as 
RXWZRUQDVLGHRORJLHVRSLQLRQVFRQFHSWVDQGQDPHVIRUWKLQJV´83 
 
                                                             
81  See interview with artists ± Cornelia Parker 
82  Gerhard Richter, The Daily Practice of Painting, (ThamHVDQG+XGVRQ$QWKRQ\'¶RIID\
Gallery London, 1995), 58 (notes, 1966). 
83  Ibid; 58 (notes 1966). 
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As can be seen in the following quote, the artist can say two seemingly 
contradictory things quite easily.  We could say that he both avoids his 
obstruction but also lets the paintings teach him how to deal with 
difficulties or obstructions.  This is Richter being interviewed by Peter 
Sagar:  
 
G: ³:KHQ,ILUVWSDLQWHGDQXPber of canvases grey all over (about 
eight years ago) I did so because I did not know how to paint.  So 
wretched a start could lead to nothing meaningful.  As time went 
on, however, I observed differences of quality among grey surfaces 
± and also that these betrayed nothing of the destructive 
motivation that lay behind them.  The pictures began to teach me.  
By generalizing a personal dilemma they resolved.  Destitution 
became a constructive statement, it became relative perfection, 
beauty and, therefore, SDLQWLQJ´ 
 
Through his interview with Giacometti, David Sylvester gives us examples 
of how Giacometti¶s µtenet of approach¶ to studio work is a personal query 
concerning his inner preoccupations and perception and his striving for 
individuation:   
 
G: ³2QFH ZKHQ , ZDV DERXW Highteen or nineteen, I was in (my 
IDWKHU¶V VWXGLR GUDZLQJ VRPH SHDUV WKDWZHUH RQ D WDEOH DW WKH
normal distance for a still life.  And the pears kept getting tiny, ,¶G
EHJLQDJDLQDQG WKH\¶GDOZD\VJREDFN WRH[DFWO\ WKHVDPHVL]H.  
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My IDWKHUJRW LUULWDWHGDQGVDLG µBut just do them as they are, as 
you see them!¶ And he corrected them.  I tried to do them as he 
ZDQWHGEXW,FRXOGQ¶WVWRSP\VHOIUXEELQJRXW.  I kept rubbing out, 
and half an hour later they were exactly the same size to the 
millimetre DVWKHILUVWRQHV´.84 
 
As I stated at the beginning of this chapter, the concept of poiesis is not 
directly alluded to in the past in art practice other than under the umbrella 
RI µWKH QHZ¶.  However, if you look at Cabanne in conversation with 
Duchamp, ZHVHH'XFKDPS¶VYLHZRIµFUHDWLRQ¶  
 
D: ³3HUKDSV , VK\ DZD\ IURP WKH ZRUG µFUHDWLRQ¶ LQ WKH RUGLQDU\
VRFLDO PHDQLQJ RI WKH ZRUG µFUHDWLRQ¶, ZHOO LW¶V YHU\ QLFH EXW
IXQGDPHQWDOO\,GRQ¶WEHOLHYHLQWKHFUHDWLYHIXQFWLRQRIWKHDUWLVW.  
+H¶VDPDQOLNHDQ\RWKHU.  It is his job to do certain things, but the 
businessman does certain things also, you understand?  On the 
other hand, art interests me very much.  If it comes from the 
6DQVNULW DV , KDYH KHDUG LW VLJQLILHV ³PDNLQJ´; now everyone 
makes something and those who make things on a canvas with a 
IUDPH WKH\¶UH FDOOHG DQ DUWLVW.  Formerly, they were called 
FUDIWVPDQDWHUP,SUHIHU´85 
 
The link to poiesis here is subtle.  The genesis of the word poiesis 
originates from the wRUG µSRLHLQ¶ ± to make.  The difference within this 
                                                             
84 David Sylvester, Looking at Giacometti, (Chatto and Windus Ltd 1994), 20. 
85 3LHUUH&DEDQQH µThe Documents of 20th &HQWXU\$UW¶'LDORJXHZLWK0DUFHO Duchamp, 
(Thames and Hudson Ltd, 1971), 9. 
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PhD is that the understanding of the creative act around poiesis/poiein 
RULHQWDWHVLWVHOIZLWKLQWKHFRQFHSWRIµFDOO¶which is calling into existence 
that which was not there before.  It is within this context that Dr. Cox was 
using the concept of Poiesis in Broadmoor, i.e. WR µFDOO¶ QHZ ZRUN QHZ
insights and understandings within his patients.  Therefore, whilst there is 
a common route to what Duchamp is talking about, this PhD steps away 
IURP 'XFKDPS¶V LGHDV DURXQG FUHDWLYH LQWHOOLJHQFH ZKHUH KH HTXDWHV
himself and Breton with an ability to penetrate deep into the meaning of a 
word that an ordinary man finds incomprehensible86 and stays with the 
LGHDWKDWµSRLHVLV¶LVDFUHDWLYHDFWDvailable to everybody.   
 
The artist, Antoni Tapies, whilst not directly QDPLQJµSRLHVLV¶VKRZVWKDW
KHµFDOOV¶RQPDQ\RIWKHGHWHUPLQDQWVWKDWDUHLQWULQVLFWRSRLHVLVsuch as 
negative capability and transitional space.  As demonstrated in this PhD, 
the concepts chosen and more commonly used by artists are 
transformation and metamorphosis:  
 
³For Antoni Tapies, art is life and life is transformation, the 
supreme goal of the traveller being to remain in ignorance of his 
destiny.  The zenith of his body of work is, therefore, composed of 
leaps into the unknown of constant metamorphoses.  New content 
necessarily demands new materials, other techniques and other 
forms.´87 
 
 
)RU 7DSLHV UHDOLW\ LV DOVR D ³SURMHFW´, an intervention in reality.  He 
therefore believes there is always µDFDOO¶ [my emphasis] to action even in 
his calmest and most silent works and writings, µD FDOO¶ ³not to only 
                                                             
86  Ibid.,16. 
87  Youssef Ishaghpour, Antoni Tapies Works, writings, interview (Ediciones Poligrafa, 
2006), 16. 
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understand reality but to improve it, to act on things and events, all 
driven by the wind of hope for a better humanity and the ideal of building 
D\HWPRUHEHDXWLIXOZRUOG´88 
 
³They confuse the dead and sterile void of nihilistic mystics and the 
DOLHQDWHG SDVVLYLW\ WKDW OHDGV WR µQRWKLQJQHVV¶ ZLWK WKH YRLG WKDW
transforms something that is fundamental and decisive to our 
comportment.´89 
 
 
I will now examine WKH FRQFHSWV RI µREVWUXFWLRQ poiesis and µthe 
methodology of the conversation¶ with psychoanalysis and analytical 
psychology.  3V\FKRDQDO\VLVLVµNQRZQ¶IRUEHLQJDµWDONLQJFXUH¶DWWULEXWHG
to Freud but not actually originating with Freud: 
 
³If it is a merit to have brought psycho-analysis into being, that 
merit is not mine.  I had no share in its earliest beginnings.  I was 
a student working for my final examinations at the time when 
another Viennese physician, Dr. Josef Breuer, first (in 1880-82) 
made use of this procedure on a girl who was suffering from 
K\VWHULD´90 
 
Freud applied %UHXHU¶VµWDONLQJFXUH¶WRRWKHUZRPen; 
 
³A British governess, Miss Lucy R., suffered from a depression 
made worse by a continual smell of burnt pudding.  Freud traced 
this olfactory illusion back to an occasion when, as she was cooking 
pudding with her charges, a letter arrived from her mother and 
was seized by her children; during this tussle the pudding got 
burnt.  Not satisfied with this explanation, Freud probed further 
and elicited from Miss R. the admission that she was in love with 
her employer and distressed by a scene in which he reprimanded 
                                                             
88  Ibid;102 
89  Ibid;131 
90  7KH FRPSOHWH SV\FKRORJLFDO ZRUNV RI 6LJPXQG )UHXG 9ROXPH ; µ)LYH OHFWXUHV RQ
SV\FKRDQDO\VLV¶/HRQDUGR'D9LQFLDQGRWKHUZRUNV7KH+RJDUWK3UHVV/LPLWHG 
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her.  Having got this off her chest, she regained her good cheer 
DQGKHUVHQVHRIVPHOO´91 
 
7KHPRVWIDPRXVµFRQYHUVDWLRQV¶ LQWKHGHYHORSPHQWRIWKHµWDONLQJFXUH¶
DQG WKH RULJLQ RI WKH GHYHORSPHQW RI WZR GLIIHUHQW µDSSOLFDWLRQV DQG
PHWKRGV¶ZLWKLQWKHµWDONLQJFXUH¶RULJLQDWHGLQWKHPHHWLQJEHWZHHQ)UHXG
and Jung which took place in 1897.  It is purported that they spoke for 
thirteen hours, from lunchtime until about two in the morning92 with Freud 
taking the more paternal role: 
 
³7R-XQJ¶Vastonishment Freud proceeded to group the contents of 
the harangue under several precise headings that enabled them to 
VSHQGWKHIXUWKHUKRXUVLQDPRUHSURILWDEOHJLYHDQGWDNH´93 
 
The obstructions and insights held within their conversation are well 
documented in ERWK )UHXG¶V µInterpretation of Dreams¶ DQG -XQJ¶V
µMemories, Dreams and Reflections¶; however, it is suffice to say the 
obstruction, or what could be called -XQJ¶V oneiric 94  hostility towards 
Freud, could be considered the foundation of a wealth of creative 
differences which would benefit these different schools of thought.  The 
conscious attitude developed by Freud and Jung to the µMHZHOV¶KHOGZLWKLQ
the talking cure was set within a framework of a very particular 
µmethodology of conversation¶.  7KH µWDONLQJFXUH¶ZDVFRQGXFWHGDQG to 
this day is, with certain boundaries and strictures imposed on its 
structure, for the benefit of the patient.  For example, the therapist sits 
out of view of the psychoanalyst in some clinical practices to allow the 
                                                             
91  6LJPXQG )UHXG µ7KH ,QWHUSUHWDWLRQ RI 'UHDPV¶, A new translation by Joyce Crick, 
(Oxford University Press, 1999), ix-x. 
92  5RQDOG+D\PDQµA Life of Jung, (Bloomsbury Publishing, 1999), 88. 
93  Ibid., 88. 
94  See glossary. 
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patient more freedom of association; this is more common with Freudian 
than Jungian analysts. 95   The following is Jung, in his early days of 
practice, speaking about the use of the µtalking cure¶, which also gives us 
an insight into the way Jung routes his analysis through the interplay of 
his own associations: 
³I remember a very simple case.  There was a student of 
philosophy, a very intelligent woman.  That was quite at the 
beginning of my career.  I was a young doctor then, and I did not 
know anything beyond Freud.  It was not a very important case of 
neurosis and I was absolutely certain that it could be cured.  The 
girl had developed a terrific father transference to me ± projected 
the image of the father on me.  ,VDLG³%XW\RXVHH,¶PQRW\RXU
IDWKHU´  ³, NQRZ´ VKH VDLG ³WKDW \RX¶UH not my father, but it 
DOZD\VVHHPVDVLI\RXZHUH´  She behaved accordingly and fell in 
love with me, and I was her father, brother, son, lover, husband ± 
and, of course, also her hero and saviour ± every thinkable thing!  
³%XW´,VDLG³\RXsee, WKDWLVDEVROXWHQRQVHQVH´ ³But I FDQ¶WOLYH
ZLWKRXW LW´ VKH DQVZHUHG.  What could I do with that?  No 
depreciatory explanation would help.  6KHVDLG³<RXFDQVD\ZKDW
you OLNH LW LVVR´  She was in the grip of an unconscious image.  
Then I had an idea: ³Now, if anybody knows anything about it, it 
must be the unconscious that has produced such an awkward 
VLWXDWLRQ´  So I began to watch the dreams seriously, not just in 
order to catch certain fantasies, but because I really wanted to 
understand how her psychic system reacted to such an abnormal 
situation ± or to such a very normal situation, if you like to say so, 
because that situation is usual.  She produced dreams in which I 
appeared as the father.  That we dealt with.  Then I appeared as 
the lover, and I appeared as the husband ± all in the same vein.  
Then I began to change my size; I was much bigger than an 
ordinary human being; sometimes I had even divine attributes.  I 
WKRXJKWµ2KwHOOWKDWLVWKHROGVDYLRXULGHD´ And then I took on 
the most amazing forms.  I appeared, for instance, the size of a 
god, standing in the fields and holding her in my arms as if she 
were a baby, and the wind was blowing over the corn and the 
fields were waving like waves of water, and in the same way I 
rocked her in my arms.  And then, when I saw that picture, I 
WKRXJKW ³1RZ , VHH ZKDW WKH XQFRQVFLRXV LV UHDOO\ DIWHU WKH
unconscious wants to make a god of me: that girl needs a god ± at 
least, her unconscious needs a god.  Her unconscious wants to find 
a god, it VD\V µ'U. -XQJ LV D JRG´  And so I said to her what I 
thought ³, DP VXUHO\ not a god, but your unconscious needs a 
                                                             
95  $ JRRG H[DPSOH RI D SV\FKRDQDO\VW DW ZRUN WRGD\ LV KHOG ZLWKLQ WKH FKDSWHU µ7KH
0HWKRGRORJ\RIWKH&RQYHUVDWLRQ¶Zhere Neville Symington, psychoanalyst, philosophically 
EDVHGJLYHVDQH[DPSOHRIWKHµWDONLQJFXUH¶DWZRUN 
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god.  That is a serious and a genuine need.  No time before us has 
fulfilled that need; you are just an intellectual fool, just as much as 
, DP EXW ZH GRQ¶W NQRZ LW´ 7KDW FKDQJHG WKH VLWXDWLRQ
completely; it made all the difference in the world.  I cured that 
case, because I fulfilled the need of the unconscious´.96 
 
Whilst engaging ZLWKWKHFRQFHSWRIµREVWUXFWLRQ¶and in order to place this 
enquiry into this particular strand of research, I have traced µWKHFRQFHSW
RIµREVWUXFWLRQ¶, when looking at Freud, to his study of Leonardo Da Vinci 
and, with Jung, to his study into the concept of individuation.  One cannot 
H[DPLQH-XQJ¶VUHODWLRQVKLSwith µREVWUXFWLRQV¶ZLWKRXWILUVWXQGHUVWDQGLQJ
KLV µWHQHWV RI DSSURDFK¶ WR WKH REVWDFOHV HQFRXQWHUHG RQ WKH SDWK RI
individuation.  For Jung, everything is moving towards an individuating 
process and, to that  end, \RXFRXOGVHHWKHZKROHRI-XQJ¶VOLIHWLPHZRUN
as the objectivation of his own experience of the individuation process:  
 
³There is no light without shadow and no psychic wholeness 
without imperfection.  To round itself out life calls not for 
SHUIHFWLRQEXWIRUFRPSOHWHQHVVDQGIRUWKLVWKHµWKRUQLQWKHIOHVK¶
is needed, and suffering of defects without which there is no 
progress and no ascent.´97 
 
³When one follows the path of individuation, when one lives oQH¶V
own life, one must make mistakes into the bargain; life would not 
be complete without them.  There is no guarantee, not for a single 
moment ± that we will not fall into error or stumble in deadly peril.  
We may think there is a safe road but that would be the road of 
death.  Then nothing happens any longer ± at any rate, not the 
right things.  Anyone who takes the safe road is as good as 
dead.´98 
 
Jung then goes onto hold two co-existing contrasting ideas around how to 
deal with obstructions on the path towards individuation ³The meaning 
                                                             
96  C.G. Jung, Collected Works 18, The Symbolic Life (Routledge & Kegan Paul, 1977), 278. 
97  C.G. Jung, Collected Works 12, µ3V\FKRORJ\ DQG $OFKHP\¶, The symbolism of the 
Mandala, (Routledge & Kegan Paul, 1974), 159. 
98 C.G. Jung, edited Aniela Jaffe, Memories Dreams and Reflections (Vintage Books, 1989), 
297.  
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and purpose of a problem seems to lie not in its solution but in our 
working at it incessantly.´99 
 
³I have always worked with the temperamental conviction that at 
bottom there are no insoluble problems, and experience justified 
me in so far as I have often seen patients outgrow a problem that 
had destroyed others.  7KLV ³RXWJURZLQJ´ DV , IRUPHUO\ FDOOHG LW
proved on further investigation a new level of consciousness.  
Some higher or wider interest appeared on the SDWLHQW¶V horizon 
and through his broadening of his outlook the insoluble problem 
lost its urgency, it was not solved logically in its own terms, but 
faded out when confronted with a new and stronger life urge.  It 
was not repressed and made unconscious but merely appeared in a 
different light and so really did become different.  What on a lower 
level to the wildest conflicts and to panicky outbursts of emotion 
from the higher level of personality now looked like a storm in the 
valley seen from the mountain top.  This does not mean that the 
storm is robbed of its reality but instead of being in it one is above 
it.  But since, in a psychic sense we are both valley and mountain, 
it might seem a vain illusion to deem oneself beyond what is 
human.  One certainly does feel the affect and is shaken and 
tormented by it, yet at the same time one is aware of a higher 
consciousness looking on which prevents one from becoming 
identical with the affect, a consciousness with regards the affect as 
an object anGFDQVD\³,NQRZWKDW,VXIIHU´.  What our text says of 
indolence, µIndolence of which a man is conscious, and indolence of 
ZKLFKKHLVXQFRQVFLRXVDUHDWKRXVDQGPLOHVDSDUW¶holds true to 
the highest degree of affect.´100 
 
At this juncture, it is interesting to turn immediately to Freud and look at 
how he dealt with an emotional obstruction and crisis in his life and how 
he too, in his particular approach, ZDVDEOHWRWUDQVIRUPWKLVµREVWUXFWLRQ¶
into creative possibility: 
³While gradually abandoning his theory101 Freud was also reacting 
WRKLV IDWKHU¶V GHDWKRQ October, 1896.  Grief, overwork, and 
worry brought on what has plausibly been called a creative illness.  
It was a painful spell of inner isolation, following his intense 
preoccupation with his ideas, and resulting in the exhilarating 
                                                             
99 C.G. Jung.  Collected Works 8, The structure and Dynamics of the Psyche, (Pantheon, 
1960), 394. 
100 C. G. Jung.  Psychology and the East, Commentary on the secret of the Golden Flower, 
(Princeton University Press, 1978), 14  
101 This is the theory that all hysteria derives from sexual abuse in childhood.  
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conviction that he had discovered a great new truth.  Freud worked 
through his illness probing his own past.  He recollected his sexual 
arousal in infancy by his nurse, he remembered seeing his mother 
naked during a train journey when he was two and a half, and he 
acknowledged hostility towards his father.´102 
 
Out of this difficult period, Freud laid the groundwork for his notorious 
work on the Oedipus complex103 DQG µ7KH Interpretation RI'UHDPV¶.  To 
simplify, for Jung, it is the emphasis on the patient¶s own approach to his 
problems; whereas for Freud, WKHHPSKDVLVZDVRQWKHµREVWUXFWLRQ¶KHOG
in neurosis that is what the neurosis µPDGHWKHSDWLHQWGR¶.  So for Freud, 
WKHNH\JXLGLQJSULQFLSOHZDVµWRNQRZWK\VHOI¶VRWKDWWKHSUHVVXUHVDQd 
conflicts arising from the unconscious would not make you do detrimental 
things to yourself or others. 
 
+HUHZHKDYHDQH[DPSOHRI)UHXG ORRNLQJDWZKDW/HRQDUGR'D9LQFL¶V
relationship to his unconscious was and what his neurosis drove him do:  
 
³What is known of Leonardo in this respect is little: but that little is 
full of significance.  In an age which saw a struggle between 
sensuality without restraint and gloomy asceticism, Leonardo 
represented the cool repudiation of sexuality a thing that would 
scarcely be expected of an artist and a portrayer of feminine 
beauty.104 
 
Then, when he, (Leonardo), made the attempt to return from 
investigation to his starting point, the exercise of his art, he found 
KLPVHOI GLVWXUEHG E\ WKH µQHZ¶ GLUHFWLRQ RI KLV LQWHUHVW DQG WKH
changed nature of his mental activity.  What interested him in a 
picture was, above all, a problem and behind the first one he saw 
countless other problems arising, just as he used to in his endless 
and exhaustible investigation of nature.  He was no longer able to 
limit his demands, to see the work of art in isolation, to tear it from 
a wider context to which he knew it belonged.  After the most 
exhausting efforts to bring expression into it, everything which was 
                                                             
102 Sigmund Freud,The Interpretation of Dreams, a new translation by Joyce Crick, (Oxford 
University Press, 1999), x. 
103 See glossary.  
104 Sigmund Freud.  The Complete Psychological Works of Sigmund Freud, Volume X1, Five 
lectures on psycho-analysis, Leonardo Da Vinci and other works (1910), 69.  
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connected with it in his thoughts he was forced to abandon it in an 
unfinished state or to declare that it was incomplete.105  
 
Thus a person of this sort would, for example, pursue research 
with the same devotion that another person would give to his love, 
DQGKHZRXOGEHDEOHWRLQYHVWLJDWHLQVWHDGRIORYLQJ´106 
 
Finally, WRGLIIHUHQWLDWHEHWZHHQ-XQJDQG)UHXG¶VYLHZs of obstruction and 
psychological results, it is helpful to consider this last quote against -XQJ¶V 
TXRWH DERXW KLV µtemperamental FRQYLFWLRQ¶, referred to earlier in this 
chapter, ZKHUH -XQJ VD\V µWKH SUREOHP PHUHO\ DSSHDUHG LQ D GLIIHUHQW
light and so reDOO\ GLG EHFRPH GLIIHUHQW¶.  To understand in depth this 
whole area of debate about whether we can or cannot change the past 
cannot be entered into here;107 suffice to say that it appears from their 
approaches they had very different sensibilities about what you could and 
could not do with the vicissitudes of the past.  Here are )UHXG¶VWKRXJKWV
that need contrDVWLQJWR-XQJ¶Vviews already cited:  
  
³There is no doubt that the creative artist feels towards his works 
like a father.  7KH HIIHFW ZKLFK /HRQDUGR¶V LGHQWLILFDWLRQ ZLWK KLV
father had on his paintings was a fateful one.  He created them 
and then cared no more about them, just as his father had not 
cared about him.  +LVIDWKHU¶V ODWHUFRQFHUQFRXOGFKDQJHQRWKLQJ
in this compulsion; for the compulsion derived from the 
impressions of the first years of childhood, and what has been 
repressed and has remained unconscious cannot be corrected by 
later experLHQFHV´108 
 
 
As UHJDUGV WKH µcLWLQJ¶RI WKHFRQFHSWRISRLHVLV LQ -XQJLDQDQG)UHXGLDQ
theory in the past, there are QRµcitings¶RIWKHDFWXDOFRQFHSW as such in 
                                                             
105 Ibid.,77. 
106 Ibid.,77. 
107 See T.S. Eliot, 7KH)RXU4XDUWHWVµ%XUQW1RUWRQ¶, (Faber and Faber, 1969), 171 and the 
ZRUN RI 0DXULFH 1LFROO RQ 7LPH /LYLQJ 7LPH µ7KH LQWHJUDWLRQ RI WKH OLIH¶ 9LQFHQW 6WXDUW
Publishers ltd, 1952).   
108 Sigmund Freud,  The Complete Psychological Works of Sigmund Freud, Volume X1, Five 
lectures on Psycho-analysis Leonardo Da Vinci and other works (The Hogarth Press and the 
Institute of Psycho-analysis, 1964), 121. 
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either schools of thought other than, of course, in a general sense that the 
aim of both psychoanalysis and analytical psychology is a progression to a 
µQHZ¶SV\FKLFGHYHORSPHQW.  In Freudian analysis, the elevation of neurotic 
symptoms is the sine qua non of the psychological process.  In Jung, 
individuation is a natural organic process; the aims of analysis are to 
accelerate that process and remove any obstacles that are encountered to 
EULQJ IRUWK WKH µQHZ¶ PDQ.  ³7KH FRQVFLRXV UHDOL]DWLRQ RI XQFRQVFLRXV
contents and their retention in consciousness is the sine qua non of 
-XQJLDQSV\FKLFGHYHORSPHQW´109 
 
I will end this section with a quote from Aniela Jaffe who has been one of 
WKHPDLQ WUDQVODWRUV RI -XQJ¶V work.  Her quote strongly links with The 
Aeolian Mode and gives confirmation to why I have chosen a Jungian 
approach to form the accompaniment to The Work on Poiesis held within 
The Aeolian Mode: 
 
³2ut of the unconscious rise contents and images and they show 
themselves to the conscious mind as though secretly asking to be 
JUDVSHGDQGXQGHUVWRRGVRWKDW ³ELUWK¶PD\EHDFFRPSOLVhed and 
µEHLQJ¶FUHDWHG.  If consciousness fails, the images sink back again 
into the dark, into nothingness and everything remains as if 
unhappened.  But if it succeeds in grasping the meaning of the 
images, a transformation takes place and not merely of 
consciousness in the expansion or an illumination but, strangely 
enough, of the unconscious as well there is an activation of the 
µQRWKLQJQHVV¶´110 
 
 
This is akin Dr. &R[¶VXQGHUVWDQGLQJof poiesis ± calling, through image 
and metaphor, into existence that which was not there before.   
                                                             
109  Joland Jacobi.  The Way of Individuation, (Hodder and Stoughton, 1967), 91.  
110  Aniela Jaffe.  ³'HU 7RG GHV 9HUJLO 6WXGLHQ YRQ +HUPDQ %URFK´ LQ VWXGLHQ ]XU
Analytischen Psychologie, Volume 11, Zurich 1955), 298.  
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2.3 Freud, Jung and Adler 
 
Before beginning the analysis of Freud, Jung and Adler and examining the 
lenses we have inherited from their schools of thought that greatly affect 
how we see art today, it is useful to look at some of the assumptions 
about art and the artist that have developed since the birth of 
psychoanalysis and analytical psychology.  These include: 
 
x Art is an emotional reflection of internal emotional landscapes. 
x One cannot be an artist and also have healthy relationships ± art is 
DOZD\VDWWKHµH[SHQVHRI¶ 
x Art can be used in the service of psychoanalysis.   
x Art is generated from a psychological wound. 
x 7KH PDNLQJ RI DUW FRQWDLQV ZLWKLQ LW µWKH DFWLYDWLRQ¶ RI µKHDOLQJ
SURSHUWLHV¶ DQG WKHVH DUH LQ WKH VHUYLFH RI WKH DUWLVW¶V HPRWLRQDO
well-being. 
x µ3DWKRJUDSK\¶ LV D YDOLG PHDQV WR GHYHORS DQ DQDO\VLV RI WKH
HPRWLRQDOFUHDWLYHGHYHORSPHQWRIDQDUWLVW¶VQHXURVHV111 
x 7KHFRQFHSWVVXFKDVµsublimation¶DQGµFRPSHQVDWLRQWKHRU\¶KDYH
become part of our understanding when we interpret the internal 
µGULYHUV¶RIDQDrt object. 
x $UW WKHUDS\ LV D YLHZ WKDW FDQ JDWKHU WKH µZKROH RI DUW¶ XQGHU its 
umbrella. 
 
,Q H[DPLQLQJ WKHVH DVVXPSWLRQV , ZLOO EHJLQ ZLWK )UHXG¶V 112  idea of 
µVXEOLPDWLRQ¶113 DQG µSDWKRJUDSK\¶ DQG WKHLr relevance to art practice.  I 
                                                             
111 :KLOVW WKLV WKHVLV ORFDWHV µSDWKRJUDSK\¶ LQ WKH SDVW LW LV DOVR YHU\ DFWLYH LQ WRGD\
http://williamtoddschultz.wordpress.com/shultz-interview-on-psychobiography 
112 Sigmund Freud is the founder of Psychoanalysis.  Psychoanalysis is the name given to a 
specific method of investigating unconscious mental process and to a form of 
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will then look DW -XQJ¶V influence on art, through the transformative 
DWWULEXWHV ODLG DW WKH DUWLVW¶V GRRU, in analytical psychology.  I will then 
PDNHUHIHUHQFHWR$OIUHG$GOHU¶VHIIHFWRQWKHDUWZRUOG, through his ideas 
RQ µFRPSHQVDWLRQ WKHRU\¶ DQG KLV GHYHORSPHQW RI WKH LGHD of the 
µLQIHULRULW\FRPSOH[¶DQGits implications to art practice.114 
 
7KH LPSDFWRI)UHXG¶VSV\FKRDQDO\WLFDO WKRXJKWRQVRFLHW\KDV LQILOWUDWHG
every sphere of human existence.  In 1912, when Freud turned his 
attention to the artist Leonardo Da Vinci and began his application of the 
methods of clinical psychoanalysis on the historical developmental and 
creative life of Leonardo, one could say our understanding of art changed 
at WKHPRPHQW WKHDUWLVWZDV µWDNHQRQWR WKH FRXFK¶.  Before Freud we 
had art history or art influences; after Freud we had motivations, drives, 
the unconscious and, of course, sublimation.  Over the next 100 years, we 
would see a world divided into those artists, critics and researchers who 
immersed themselves in psychoanalytical understandings who found 
HQRUPRXVLQWHUHVWDQGVWLPXODWLRQLQ)UHXG¶VLGHDVDQGWKRVHZKRGLGQRW.   
The artist, Max Ernst (2 April 1891±1 April 1976), would be a good 
example.  Max Ernst was LQVSLUHGE\)UHXG¶VLGHDVDQGKLVWKHRU\RIWKH
unconscious.   
³The work of the insane was crucial in his development as an 
artist, for in manic states, one is supposed to have an assortment 
of ideas.  +HDOVR WRRNPDQ\ LGHDV LQFRUSRUDWHG LQ)UHXG¶VZRUNV
                                                                                                                                                                              
psychotherapy.  The term also refers to the systematic structure of psychoanalytic theory, 
which is based on the relation of conscious and unconscious psychological processes.  
113 See glossary  
114 Alfred Adler was an Austrian Medical Doctor, Psychologist and Founder of the School of 
Individual Psychology.  In collaboration with Freud, to begin with, he was one of the co-
founders of the psychoanalysis movement.  Dr. A. Adler Neurotic Constitution (Kegan Paul, 
Trench, Trubner & Co. Ltd, 1918). 
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and used them to try to identify himself and, like other surrealists, 
used it as a basis of surrealist works.´115 
 
This is worth comparing with those that reacted against Freudian theory 
stating that it was reductive, myopic and an applied theory that dragged 
the artist unwillingly into reductive theoretical boxes;  an example of this 
is given by Erich Neumann on Leonardo Da Vinci within this literature 
review.   Around the same period as Freud was promoting his idea about 
µSathograph\¶YHUVXVµELRJUDSK\¶and heralding the insights of sublimation 
and neurosis (the developmental view that weaknesses and trauma 
cannot only be transformed into personal strengths but into products of 
art and culture), Carl Jung was following his own particular preoccupation 
with analyzing the art of the insane and enthusiastically encouraging his 
patients to paint as an active form of emotional healing as well as 
undertaking the process himself by drawing or carving  the images that 
emerged from his own unconscious.116 
 
Freud has JLYHQ XV LGHDV DERXW DUW DV µVXEOLPDWLRQ¶ DQG µSDWKRJUDSK\¶ 
whilst -XQJKDVJLYHQXVKLVLGHDVDURXQGWKHµFROOHFWLYHXQFRQVFLRXV¶DQG
the idea that art can be used as an act of transformation.  Jung, with his 
interest in the art work of the clinically insane, coupled with his feelings 
about the healing and transformative part of art, also has a substantial 
part to play in the way we see art today and how it can represent all that 
LVµSV\FKRORJLFDOLQXV¶.  Alfred Adler, the third member of the therapeutic 
                                                             
115  5LFNL/DLUG³7KH&UHDWLYH0LQGDQG/LIHRI0D[(UQVW´ODVWPRGLILHG0D\
http://gallagherseniorhonours.blogspot.co.uk/2008/05/creative-mind-and-life-of-max-
ernst.html 
116 Ronald Hayman, A life of Jung, (Bloomsbury Publishing Plc, 1999), 234-235. 
(photographic image of Trickster).  
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triumvirate of Freud, Jung and Adler, studied gifted personalities, offering 
the law of compensation into a basic law of human nature.  His evidence, 
gathered in art schools at the beginning of the century, claimed to show 
that 70 per cent of art students had optical anomalies and there were 
degenerative traces in the ears of composers like Mozart, Beethoven and 
Bruckner.  $GOHU¶V µFRPSHQVDWLRQ¶ WKHRU\ LV WKDW QDWXUH FRPSHQVDWHV
weaknesses and builds them into strengths.117  $WWKHEHJLQQLQJRI)UHXG¶V
developmental theories and, for our purposes of looking at the effect on 
WKHµDUWZRUOG¶LWLVKLVDSSURDFKRIµ3DWKRJUDSK\¶DQGthe development of 
KLVWKHRULHVDURXQG µVXEOLPDWLRQ¶ WKDWKDYH LQIOXHQFHGWKH LQWHUSUHWDWLRQV
given to artistic motivations.   
 
,Qµ)UHXG¶V7KHRU\RI&UHDWLYLW\¶, Nicola Glover also brings to our attention 
the pitfalls of applied psychoanalysis:   
 
³Although psychoanalysis is more concerned with inner realities 
than with external events, and though the purpose of 
reconstruction is to JDLQDFOHDUHUSLFWXUHRI WKHDUWLVW¶VSV\FKH ± 
QRW WR ILQG RXWZKDW µUHDOO\ KDSSHQHG¶ ± one of the paradoxes in 
applied psychoanalysis is that, in the absence of clinical data, the 
pathographer must use the external as a pathway to the internal.´ 
 
She goes onto say 
 
³In pathography, the external world as depicted in visual art, or 
described in poetry, is seen firstly as a SURMHFWLRQ RI WKH DUWLVW¶V
                                                             
117  Adler emphasized the importance of equality in preventing various forms of 
psychopathology.  His most famous concept is the inferiority complex, which speaks to the 
problem of self-esteem and the negative effects on health (e.g. sometimes producing a 
paradoxical superiority striving). His emphasis on power dynamics is rooted in the 
philosophy of Nietzsche.  Adler argued for holism, viewing the individual holistically rather 
than reductively.  Alfred Adler, The Neurotic Condition (Kegan Paul, Trench, Trubner & Co. 
Ltd, 1918). 
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state of mind ± an assumption that the artwork is essentially an 
H[WHUQDOL]DWLRQRIWKHDUWLVW¶VLQQHUVWDWH.´118 
 
 
Again, Glover argues against psychohistory: 
 
 
³But this is a rather limited model because it assumes that works 
of art by nature are the outcome of conflict.  It has little 
contribution to make to the notion of aesthetic value or the origin 
of the creative impulse itself, and it does not give a full account of 
the nature of aesthetic experience either.  Its significance mainly 
lies in what it may tell us about the psycho-history of the artist and 
is reflection in his work.  As a model or an aesthetic theory, 
however, it is inadequate.´119 
 
It is also useful to consider the opinion of early critics of some aspects of 
Freudian analysis, for example the psychiatrist W.R.D. Fairbairn, if we are 
to understand the genesis of concepts like sublimation: 
³)UHXG¶VYLHZRIKXPDQQDWXUHKDGDVVXPHGDPLQGERdy dualism 
which originated in platonic thought and which was enshrined in 
western thought by Christianity.  In this view, human forces are in 
an unending process of conflict between mind and body, sex and 
aggression, id and ego, individual and society.´120   
 
Repression, substitution and sublimation are all branches stemming from 
this tree.  7R SXW LW VXFFLQFWO\ LQ )UHXG¶V YLHZ ZH UHSUHVV ZKDW LV
unacceptable; we substitute the repressed idea by developing a symptom 
and we sublimate in a movement towards a higher or less objectionable 
aim.  Freud thought that through the process of sublimation, artists had 
access to being able to bypass more clinically distressing symptoms with 
the framework of neurosis.  In his research, Freud was focused on the 
                                                             
118  1LFROD*ORYHU³)UHXG¶V7KHRU\RI$UWDQG&UHDWLYLW\´ODVWPRGLILHG$XJXVW 
      http://www.psychomedia.it/pm/culture/visarts/glover.html 
 
119  Nicola Glover.  ³)UHXG¶V7KHRU\RI$UWDQG&UHDWLYLW\´ODVWPRGLILHG$XJXVW  
      http://www.psychomedia.it/pm/culture/visarts/glover.html 
  
120  W.R.E. Fairbairn, Psychoanalytic Studies of the Personality (Bruner Routledge, 1952), 
[L)DLUEDLUQSXWWKH LQIDQWDQGFKLOG¶VQHHGIRUUHODWLRQVKLSDWWKHFHQWUHRIGHYHORSPHQW
and looked also to the relational aspect of creativity and interpersonal communication.  
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UHWXUQ WR WKH G\QDPLF HYHQW E\ WKH DUWLVW ³ZKHUH DUW Ls viewed as 
HVVHQWLDOO\ D µWKHUDS\¶ IRU WKRVH LQVWLQFWXDO UHQXQFLDWLRQV GHPDQGHG E\
FLYLOL]DWLRQ´; hence, according to Glover, sublimation.121   
 
Freud focused much of his work on the psychoanalysis of neurosis and 
-XQJLQYHVWHGLQWKHµKHDOLQJ¶DQGWUDQVIRUPDWLYHSURFHVVHVRIWKHFUHDWLYH
act working with the more psychotic spectrum of mental processes.  Alfred 
Adler, whose beliefs were closer to those of Nietzsche than Freud and 
who, along with Jung, also broke ZLWK )UHXG IRFXVHG RQ WKH µKROLVWLF
LQWHJULW\¶RIWKHKXPDQEHLQJLQDVRFLDOFRQWH[W.   
³The GLVWLQFWLYH IHDWXUHRI$GOHU¶V approach to the problem of the 
neurotic character traits is that it approaches from the organic 
rather than from the functional side and, in this way, I think, 
affords a very valuable viewpoint because it tends to bring 
together the organicist and the functionalist, who have been too 
long separated by the misconception of irreconcilable differences 
between mind and body.   
 
For Adler, the neurosis or the psychosis is comparable to the work 
of art, but has been built up in response to a fictitious goal which 
collects and unites in a group those psychic elements of which it 
can make use, collecting only those which promise results in the 
effort at the attainment of security.  The attempt to attain to the 
maximation of his ego fails because it is directed along a false 
path.  The neurosis or psychosis is therefore a constructive 
creation, a compensation product, which, however, fails because of 
its false direction. 122   
 
$UWIRU$GOHUZDVLPPHUVHGLQKLVµRZQ¶FRPSHQVDWLRQWKHRU\.  Looking at 
Freud today, whilst ZHFDQQRWGHQ\WKHH[SHULHQFHRIµVXEOLPDWLRQ¶LQRXU
daily lives, we now think differently on the interpretation of concepts and 
work from a much broader spectrum of psychoanalytical, philosophical 
                                                             
121 Nicola Glover.  µFreXG¶V7KHRU\RI$UWDQG&UHDWLYLW\¶last modified August 23, 2009, 
http://psychomedia.it/pm/culture/visarts/glover.html 
122 Alfred Adler, A Neurotic Constitution, (Kegan Paul, Trench, Trubner & Co. Ltd, 1918) xx, 
xxi. 
2. Literature Review 
 
 
 
61 
and artistic experience.  6RPHRI)UHXG¶V LQWHUpretations of Leonardo Da 
Vinci show us the way Freud orientated his understandings back to his 
own theory of sexuality; a good example of this is shown in this literary 
survey when Freud is trying to understand Leonardo Da Vinci.  Many of 
)UHXG¶V FRQFHUQV about LeRQDUGR¶V GHYHORSPHQW centred RQ /HRQDUGR¶V
sexuality and his lack of parenting.123  According to Glover, Freud, would 
also argue WKDW µSathRJUDSK\¶ZDVPXFKEHWWHUWKDQ µELRJUDSK\¶EHFDXVH
the analyst would not idealize his patient.  However, *ORYHU¶V
interpretation of Freud, considers that the biographer was viewed as 
someone less psychologically developed and prone to idealizations of his 
chosen µKHUR¶ ³ the pathographer has outgrown omnipotent, infantile wish 
to idealize his subject and so can get down to the real business of 
unearthing the truth.´124  
 
³1RWKLQJ LV IXUWKHU IURP WKHZLVKHV RI /HRQDUGR¶V ELRJUDSKHUV
WKDQWRWU\WRVROYHWKHSUREOHPVLQWKHLUKHUR¶VPHQWDO OLIHE\
starting from his small weaknesses and peculiarities; and the 
usual comment that they make on these singular accounts is 
RQHZKLFKOD\VVWUHVVRQWKHDUWLVW¶VNLQGQHVVDQGconsideration 
for his pupils.  They forget that what calls for explanation is not 
/HRQDUGR¶VEHKDYLRXUEXW WKH IDFW WKDWKH OHIW WKHVH pieces of 
evidence of it behind him.´125 
 
Yet, Freud failed in his analysis to omit his own counter transference126 
feelings when developing his theoretical aim, which, with some difficulty, 
could be summarized as fitting Leonardo into his doctrine of infantile 
sexuality.  For example, Freud was very drawn to /HRQDUGR¶Vstatement: 
                                                             
123  Erich Neumann, Art and the Collective Unconscious, (Princeton/Bollingen, 1959), 5. 
124  1LFROD*ORYHU³)UHXG¶V7KHRU\RI$UWDQG&UHDWLYLW\´ODVWPRGLILHG$XJXVW
http://psychomedia.it/pm/culture/visarts/glover.html 
125  Sigmund Freud.  The Complete Psychological Works of Sigmund Freud, Volume X1, 
Five lectures on Psycho-analysis, Leonardo Da Vinci and other works, (The Hogarth Press 
and The institute of Psycho-analysis, 1957), 103.  
126  See glossary.  
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³7KDWRQHKDVQRULJKWWRORYHRUKDWHDQ\WKLQJLIRQHKDVQRWDFTXLUHGD
WKRURXJKNQRZOHGJHRILWVQDWXUH´127  
 
7KLV LV )UHXG LQWHUSUHWLQJ /HRQDUGR¶V WKRXJKW DERXW SDLQWLQJ DQG ORYH 
according to his own theory and I think the following assessment gives a 
YHU\FOHDUYLHZRI)UHXG¶VGLIILFXOW\ZLWKXQGHUVWDQGLQJDUWSURFHVVHV 
³7KHYDOXHRI WKHVH UHPDUNVRI/HRQDUGR¶V LVQRW WREH ORRNHG
for in their conveying an important psychological fact; for what 
they assert is obviously false, and Leonardo must have known 
this as well as we do.  It is not true that human beings delay 
loving or hating until they have studied or become familiar with 
the nature of the object to which these affects apply.  On the 
contrary, they love impulsively, from emotional motives, which 
have nothing to do with knowledge and whose operation is at 
most weakened by election and consideration.´128 
 
7KHFXOPLQDWLRQRIWKLVLV)UHXG¶VVolution to this problem, which is this: 
 
³Leonardo then could only have meant that the love practiced 
by human beings was not of the proper and unobjectionable 
kind:  one should love in such a way as to hold back the affect, 
subject it to the process of reflection and only let it take its 
course when it has as stood up to the test of thought.´129 
 
The aim of the psychoanalyst is to seek the hidden neurosis behind 
/HRQDUGR¶VVWDWHPHQWDQG, with his usual elegance and faithfulness to his 
own theory, this confirms a maturational developmental failure and 
neurosis.  However, what I would argue is that Freud misses the point and 
PLVLQWHUSUHWV/HRQDUGR¶VVHQWLPHQW LQKLV analysis and misunderstanding 
                                                             
127  Sigmund Freud.  The Standard  Edition of the Complete Psychological Works of 
Sigmund Freud, Volume X1 Five Lectures on Psycho-analysis Leonardo da Vinci and Other 
Works, (The Hogarth Press and The Institute of Psycho-analysis, 1957), 73. 
128  Ibid., 74. 
129  Ibid., 74. 
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RI µORYHRXW RI NQRZOHGJH¶.  It must be remembered that Leonardo was 
talking about painting when he said: 
 
³For painting is the way to learn to know the maker of all 
marvellous things and this is the way to love so great an 
inventor.   For in truth, love springs from the full knowledge of 
the thing that one loves and, if you do not know, you can love it 
but a little or not at all.´130 
 
 
Erich Neumann, in his book131 WKDW FKDOOHQJHV )UHXG¶V LQWHUSUHWDWLRQs of 
Leonardo, gives us a much more informative and expansive understanding 
through placing Leonardo Da Vinci in the context of his time and spiritual 
concerns:  
³This kind of knowledge results from a direct revelation of the 
object itself to the understanding.  And, if the object itself is 
glorious and good, then the soul becomes necessarily united 
with it.  Hence it follows that this is the knowledge that evokes 
love.  7KLVLVD³*QRVWLF´DWWLWXGHRIORYHWKURXJK knowledge.´132 
 
0RVWDUWLVWVZRXOGXQGHUVWDQG/HRQDUGR¶VVWDWHPHQWSULPDULO\ LQUHODWLRQ
to the task of painting and their medium of choice.  7KHDUWLVW¶VGHVLUHLV
to immerse himself within his subject.  The mythological example of this 
would be Turner strapping himself to the mast of a ship to understand the 
storm before undertaking the painting.  When discussing his work on the 
London Paintings in 2005 at The National Gallery, the painter, John Virtue, 
VDLG ³)LUVW RI DOO \RXKDYH WR IDOO LQ ORYH´.  Here Virtue is talking about 
                                                             
130 Trakat Von der Malerei Trattato Della Pittura Di Lionardo Da Vinci (Dagli Originali Del 
Codice Vaticano, Roma, Roma MDCCXV11), 217.  
131  Erich Neumann, Art and the Creative Unconscious (Bollingen Series LX1, Princeton 
University Press, 1959).  
132 Abraham Wolf, 6SLQR]D¶V6KRUW 7UHDWLVHV RQ*RG0DQDQG KLV:HOOEHLQJ (Cambridge 
University Press, 1905), 133. 
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µfalling in love¶ with the London landscape, before he started a new body 
of work.133    
 
When ORRNLQJDW9LUWXH¶V VWDtement, at first glance you might well think 
that Virtue was agreeing with Freud, but what Virtue and Leonardo are 
WDONLQJ DERXW LV WKH µWDVN¶ RI SDLQWLQJ ZKLFK PDNHV ORYH DQG NQRZOHGJH
interchangeable, that is you have to know something to love it/or love 
something to know it, that is the task of painting; whereas Freud is talking 
about the impulse of erotic love and desire and the genesis of sublimation. 
 
Such aVVHVVPHQWV RI )UHXG¶V KDYH SURPSWHG $ODLQ %DGLRX WR FODLP
³3V\FKRDQDO\VLV, in the last 100 years, has used art for its services´134  At 
the conclusion of this thesis, I will return to this statement to see if it is 
relevant today; however, in relation to how art was viewed in the past, 
Badiou did have grounds for complaint.  As stated earlier, Glover informs 
us: 
³2ne of the paradoxes of applied psychoanalysis is that, in the 
absence of clinical data, the pathographer must use the external 
as a pathway to the internal.  Such a method is fraught with 
dangers, the most common of which are incomplete or 
inaccurate external data and intrusive counter transference.´135  
 
This danger has been well documented iQ )UHXG¶V PLVLQWHUSUHWDWLRQ RI
/HRQDUGR¶V GUHDP, the vulture fantasy, 136  and his subsequent 
interpretation and conclusions; however, you can see how, even fifty 
                                                             
133  John Virtue directed by Jake Auerbach (Jake Auerbach Films Ltd, DVD, 2005). 
134 Alain Badiou, Handbook of Inaesthetics, (Stamford University Press, 2005), 7.  
135  1LFROD *ORYHU ³)UHXG¶V 7KHRU\ RI &UHDWLYLW\´ ODVW PRGLILHG $XJXVW  
http://psychomedia.it/pm/culture/visarts/glover.html 
136 Erich Neumann, Art and the Creative Unconscious (Princeton/Bollingen, 1959), 7, 8. 
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years ago, WKH LPSDFW RI )UHXG¶V VXEOLPDWLRQ WKHRU\RQDUW SUDFWLFHZDV
immense.  An example of this kind of interpretation was offered by the 
late James Hillman, an analyst, who was ambivalent about many 
psychoanalytic and analytical processes and practices.137  The following 
quote from Hillman is his response against psychologists who presume to 
µNQRZ¶DERXWDUWSUDFWLFHwhen the painter, in this case Jackson Pollock, 
KDVVWDWHGWKDWKHµGRHVQRWNQRZ¶ZKDWKHLVGRLQJ.   
 
³The Freudian theory holds that early weaknesses are 
transformed not simply into strengths, but into products of art 
and culture ± at the bottom of which, nonetheless, are the 
dregs of early childhood wrongs that can be detected in the 
product as its true originating seed.  This pernicious mode of 
interpretation can be readily put to use: Jackson Pollock (1912-
 ZKR ³LQYHQWHG´ WKH GULS FDOOLJUDSK\ RI DEVWUDFW
H[SUHVVLRQLVWDFWLRQSDLQWLQJ LV VDLG WRKDYHVDLG ³:KHQ ,DP
painting, I am not aware of what I aPGRLQJ´.  But the wise 
SV\FKRORJLHV RI FRXUVH FDQ WUDFH 3ROORFN¶V WUDFHV RQ ZKLWH
canvas back to signal inferiority in childhood.  The youngest of 
five brothers on a Wyoming farm, little Jackson was referred by 
KLVEURWKHUV³DVEDE\´XS LQWRKLV WHHQDJH years and he hated 
it.´138 
 
Hillman, XVLQJ6WHYHQ1DLIHKDQG*UHJRU\6PLWK¶VELRJUDSK\RQ-DFNVRQ
Pollock, shows us how the psycho biographer works:  
³Like most farmhands, the Pollock boys shunned the outhouse 
whenever possible, preferring to make evanescent designs on 
the nearest patch of dry, dusty ground (and white winter snow).  
Young Jackson often saw his brothers urinating, competing to 
see who could reach farthest.  Too young to compete, he would 
retreat to the outhouse even to urinate ± a habit that persisted 
for the rest of his life, even after he was old enough to make 
the same long yellow arcs his brothers made.´139 
 
                                                             
137  ,I\RXWXUQWRWKHJORVVDU\DQGORRNXSµDQLPDPXQGL¶\RXZLOOVHHZKDW James Hillman 
was concerned with in wanting to create a revisioned psychology.   
138  James Hillman, 7KH6RXO¶V&RGH (Bantam 1997), 25. 
139 Steven Naifeh and Gregory W. Smith, Jackson Pollock: An American Saga (New York: 
Clarkson Potter, 1989), 62, 50-51. 
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The psycho-biographer takes this information and imposes the idea of 
µVXEOLPDWLRQ¶ RQ -DFNVRQ 3ROORFN¶V µGULS¶ paintings; that is, he would not 
have painted these paintings if he had not suffered this signal humiliation 
with his brothers.    
 
$JDLQLQDVLPLODUIDVKLRQWR)UHXG¶VLQWHUSUHWDWLRQVRI/HRQDUGRWKLVLVD
reductive approach.  What infuriates Hillman is that the analyst or the 
pathographer professes to know the artist better than the artist knows 
himself ± -DFNVRQ 3ROORFN¶V DUW LV SXUHO\ DERXW VXEOLPDWLRQ - the fold of 
µXQNQRZLQJ¶KHOGZLWKLQPRVWDUWLQDUWSUDFWLFHDQGYHUEDOL]HGE\-DFNVRQ
is dismissed, the unconscious dismissed.  Hillman, who calls for a re-
YLVLRQHGSV\FKRORJ\IRUWRGD\¶VZRUOGZKDWKHQDPHVDVanima mundi 140 
(the world-soul of the Neo-Platonists), cannot bear pathographical 
interpretations.  Pathography is anathema to Hillman, degenerating the 
complexity of artistic processes and reducing the mystery of inspiration. 
 
For Freud, neurosis looks for a cause whereas for Jung neurosis is 
teleological.  How do these schools of thought affect the general 
theoretical approach to Art?  In the Freudian school, the neurosis is 
something to be faced, in that the idea is there is something disagreeable 
in the unconscious, a complex or a repression causing the patient to be 
neurotic and, this in turn, can be uncovered and changed.  -XQJ¶V YLHZ
was that neurosis is teleological, that the neurosis points to a conclusion 
trying to main homeostasis in the psyche:   
³My patient and perhaps our whole age, is in this situation.  
$Q[LRXVO\KHDVNVPH³:KDWFDQ,GR"´ $QG,PXVWDQVZHU³,
                                                             
140  See glossary.  
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GRQ¶WNQRZHLWKHU´ ³7KHQWKHUH¶VQRWKLQJWREHGRQH"´ I reply 
that mankind has got into these blind alleys countless times 
during the course of evolution, and no one knew what to do 
because everybody was busy hatching out clever plans to meet 
the situation.  No one had the courage to admit that they had 
all taken the wrong turning.  And then, suddenly, things 
somehow began to move again, so that the same old humanity 
still exists, though somewhat different from before.´141  
 
An example of a teleological approach is this: 
³A fDQWDV\RIµMXPSLQJLQWRDULYHU¶ is the psyche¶s image for an 
LPSHQGLQJ UHJUHVVLRQZKRVH TXDOLW\ LV µZDWHU\¶.  The question 
asked as libido regresses and such potent symbols emerge are 
µwhaWLVWKLVIRU¶DQGµZKHUHLVLWJRLQJ¶" This approach is called 
the synthetic and progressive method of interpretation, to 
differentiate it from reductive, retrospective, and personalistic 
approach which considers only past history and personal 
experience.´142     
 
When thinking about the basic orientations of these two thinkers, I have, 
perhaps simplistically, used the difference between a world postulated by 
desire (Freud) and a world postulated by image (Jung).  I have chosen 
this quote because it shows strong links to the way Cox operated, in his 
use of images, when working with patients; here Jung is talking about 
working with symbolic images with patients: 
 
³Psychologically speaking, it makes a vast difference whether a 
man has an interesting conversation with his doctor two or 
three times a week, the results of which are left hanging in mid-
air, or whether he has to struggle for hours with refractory 
brush and colours, only to produce in the end something which, 
taken at its face value, is perfectly senseless.  If it were really 
senseless to him, the effort to paint it would be so repugnant 
that he could scarcely be brought to perform this exercise a 
second time.  But, because his fantasy does not strike him as 
entirely senseless, his busying himself with it only increases its 
effect upon him.  Moreover, the concrete shaping of the image 
enforces a continuous study of it in all its parts, so that it can 
                                                             
141 C.G. Jung, The Collected Works of C.G. Jung, Volume 10, Civilisation in Transition, 
(Routledge Kegan and Paul, 1964), 148.  
142  Polly Young-Eisendrath and Terence Dawson, The Cambridge Companion to Jung, 
(Cambridge University Press, 1997), 69. 
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develop its effects to the full.  This invests the bare fantasy with 
an element of reality, which lends it greater weight and greater 
driving power.  And these rough-and-ready pictures do indeed 
produce effects, which I must admit, are rather difficult to 
describe.  For instance, a patient needs only to have seen once 
or twice how much he is freed from a wretched state of mind by 
working at a symbolical picture, and he will always turn to this 
means of release whenever things go badly with him.´143 
 
Whilst Freud and Jung disagreed in their approaches to art, they both 
shared a common myth, which, as ZHKDYHVHHQ LQ WKHFDVHRI)UHXG¶V
interpretation of Leonardo, LV LW LV µDUW DW WKH H[SHQVH RI¶ KXPDQ
relationships. 144  For Freud, art is about sublimation and for Jung, whilst 
agreeing that art indeed was psychological and may be derived from 
complexes, he felt this too narrow a viewpoint.  For Jung, art could also 
be visionary element, placing this theory within the collective unconscious.   
 
Jung developed his own school of thought based on what he called 
µArchetypal Psychology¶.145  He taught that archetypes of the collective 
unconscious146 are intrinsically formless psychic structures that become 
visible in art.  The archetypes are varied but the media through which 
they pass, in other words their form, changes according to the time, the 
place and the psychological constellation of the individual in whom they 
are manifested.  )RUH[DPSOHWKHµ0RWKHU$UFKHW\SH¶DVDG\QDPLFHQWLW\
in the psychic substratum always retains its identity but it takes on 
different styles; for example, the mother±child archetype of the holding 
                                                             
143  C.G. Jung, The Collected Works of C.G. Jung, Volume 16, The Practice of 
Psychotherapy, (Routledge & Kegan Paul, 1954), 48, 49. 
144  7KLVLGHDRIµDUWDWWKHH[SHQVHRI¶IRUPVWKHEDFNGURSRI)UHXG¶VDQDO\VLVRI/HRQDUGR
Da Vinci in The Complete Psychological Works of Sigmund Freud, Volume XI Five lectures 
on Psycho-analysis Leonardo Da Vinci and other works, (The Hogarth Press and The 
Institute of Psycho-analysis, 1957). 
145 See glossary. 
146 Carl Gustav Jung, Psychology East and West (Princeton University Press, 1978), 10. 
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mother. 147   -XQJ¶V DSSURDFK KDV EHHQ VHHQ WR EH OHVV UHGXFWLYH WKDQ
)UHXG¶V; however, there have obviously   been  equal criticisms that have 
been laid at the door of classical Jungian theory.148 The emergence of the 
post-Freudians149 and the post-Jungians in the last fifty years has gone 
some way to reset the balance and, whilst there are still clear divisions 
between different schools and approaches, today there is much more 
cross-fertilization of ideas and understandings. 150   With Jung, a whole 
world of art therapy evolved from his approach and his own personal use 
of sculpture and painting to depict an emerging self. 
 
,QRUGHUWRXQGHUVWDQG-XQJ¶VDIILOLDWLRQWRWKH LPDJHRQHDOVRQHHGVWR
XQGHUVWDQG -XQJ¶V EHOLHI RYHU WKH UROH RI WKH V\PEROLF Ln the process of 
transformation.  For example, -XQJ¶V XVH RI µPDQGDOD¶151 symbols in his 
own personal journey of individuation as well as the creative work he did 
with his patients, was WKH LGHD WKDW WKH µPDQGDOD¶ ZDV D µcontaining 
SV\FKRORJLFDO VSDFH¶, which Jung felt to be psychologically healthy and 
important for emotional well-being, for the well-being of our souls:  
³Now, we have no symbolic life, and we are all badly in need of 
the symbolic life.  Only the symbolic life can express the need of 
the soul ± the daily need of the soul, mind you!  And because 
people have no such thing, they can never step out of this mill ± 
WKLV DZIXO JULQGLQJ EDQDO OLIH LQ ZKLFK WKH\ DUH ³QRWKLQJ
EXW´152 
                                                             
147  Ibid., 63. 
148  For an in depth analysis of the different schools within Jungian analysis I would 
UHFRPPHQGUHDGLQJ$QGUHZ6DPXHO¶VRQ-XQJDQGWKHSRVW-XQJLDQV (Routledge & Kegan 
Paul plc, 1985). 
149  See glossary.  
150  There are many conferences and meetings with the cross fertilization of ideas between 
different schools of thought.  For example, The Tavistock Institute has both Freudian and 
Jungians working together.  
151  See glossary.  
152  C.G. Jung, Collected Works 18, The Symbolic Life, (Routledge and Kegan Paul, 1977), 
  -XQJ¶V WKRXJKWV DURXQG µ QRWKLQJ EXW¶ DUH D FULWLFLVP RI )UHXG ZKHUH KH YLHZHG
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For me this holds links WR&R[¶VZRUNZLWKThe Aeolian Mode, even though 
Cox would not have labelled himself as a Jungian.  Artists have also 
actively engaged with the ideas of art and healing.  For example, the 
sculptor, Barbara Hepworth, believed that the very act of carving, what 
Jung described as tapping into WKHµSULPLWLYHFRUH¶ZLWKLQ both oneself and 
the material block, was not only a therapeutic act but also one that held 
the power to heal the other by invoking a primal state of consciousness 
and spirit.  ³6FXOSWXUH´, she once argued, ³presupposed the direct, sensual 
and primitive in their use of basic instinct ± reaction, to form, shape and 
YROXPH´  Whilst much of this faith in the power of art¶VDELOLW\ to affect 
spiritual experience is now viewed with scepticism, in a sense, she was a 
contemporary artist since VKH H[SORUHG µRWKHU¶ GLVFLSOLQHV OLNH WKH
boundaries of science, when she was thinking about her art.153  
 
Therefore, whilst Jung, did not discount the psychological, but heralded 
WKH LGHD RI DQ DUWLVW¶V UH-LPPHUVLRQ LQ WKH VWDWH RI µSDUWLFLSDWLRQ
P\VWLTXH¶,154 for him this held the secret of artistic creation; at this level it 
is not the neurosis that is driving the artist nor the importance of the life 
of the individual but the life of the collective.  For Jung, this is the reason 
why great works of art are objective and impersonal but manage to hold 
emotions within their structure and forms that move the viewer.  The 
personal life of the artist is eschewed as neither help nor hindrance since 
                                                                                                                                                                              
)UHXGDVUHGXFLQJSDWLHQWVWRDZRUOG LQZKLFK LWZDVIRUH[DPSOH µQRWKLng but a mother 
FRPSOH[¶.  
153 Robert Brown.  ³7KH6KDSH6KLIWHU´$UW5HYLHZYLHZE\DSSRLQWPHQW%DOWLF
Library, Library Shelf location: AP  http:archive.balticmill.com/indexphp?itemid=2072. 
154 See glossary.  
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it is not the essential element of a creative task.  The artist may be a 
philistine or a good citizen, a criminal or a fool and his/her personal career 
may be interesting and inevitable, but it does not explain his/her art. 
 
The implementation of µart SUDFWLFH¶ in a Jungian world has been because 
of its complimentary attributes in relation to the individuation process155 
and for healing the psyche, transforming the psyche and informing the 
patient about unconscious processes, which will aid his/her individuation 
task.   
 
Another major influence on how we view art today is the development of 
art therapy.  A well-documented account of the origins of art therapy can 
be found in the work of Susan Bach, the scientist, who went to study with 
Jung after first beginning her psychoanalysis with Freud. 156   Bach 
systematically studied spontaneous paintings with severely ill children and 
began work in the area of psychoanalysis as the Nazifying of Germany 
took hold.  Bach went on to work with Jung and was one of the founders 
RI µDUW WKHUDS\¶, discovering in 1947 that spontaneous pictures drawn by 
children in hospital accurately reflected somatic as well as psychological 
states.  7RGD\ µDUW WKHUDS\¶ LV FXUUHQW LQPRVWSV\FKLDWULFKRVSLWDOV DV D
form of  µWKHUDS\¶RUµKHDOLQJ¶.    
 
Jung believes that the image mediates between the patient and his 
problem and, with the production of a painting, the patient transforms the 
                                                             
155  See glossary 
156  Ralph Goldstein, Ed.,  Images, Meanings and Connections, Essay in Memory of Susan 
R. Bach, (Daimon, 1999). 
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original problem.  For Jung, the production of the painting was the 
beginning of psychological independence and a movement towards 
individuation, because the conscious psyche has an opportunity to interact 
with what has erupted unconsciously via the transcendent function. 157  
What is interesting about Jung is that he regarded the painting as the 
SDWLHQW¶VRZQDQGWKHSULPDU\UHODWLRQship to be fostered was between the 
patient and his painting; whilst Jung was a huge driving force behind art 
therapy, he did lay responsibility at the artist door.  Therefore, Jung can 
be seen to suit artistic purposes very strongly in two arenas.  The first is 
his theory around individuation, which gives us the idea that, through the 
course of a lifetime, the µartistic self¶ emerges into work that genuinely 
represents who the artist is, which, of course, takes into account who 
he/she is at any given moment.  6HFRQGO\ -XQJ¶V DSSURDFK WR DOFKHP\
suits artistic sensibility because both the alchemist and the artist think in 
substances and, in addition, because -XQJ¶V LQWHUHVW LQ DOFKHP\ also 
separates him from the reductive approach of early Freudian 
understandings; putting it simply, the alchemists aim is to transform, to 
metamorphosize, not to sublimate.      
 
Finally in the following quote ZH FDQ VHH KRZ -XQJ¶V GLDOHFWLFDO
understanding of psychic processes taken from alchemy is more suited to 
artistic processes than a Freudian reductive approach:  
 
³Strictly speaking, projection is never made; it happens, it is 
simply there.  In the darkness of anything external to me I find 
without recognizing it as such, an interior or psychic life that is 
my own.  It would, therefore, be a mistake in my opinion to 
                                                             
157  See glossary.   
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H[SODLQWKHIRUPXOD³WDPHWKLFHTXDPSK\VLFH´158 by the theory 
RIFRUUHVSRQGHQFHVDQGWRVD\WKDWWKLVLVLWV³FDXVH´.  On the 
contrary, this theory is more likely to be a rationlization of the 
experience of projection.  The alchemist did not practise his art 
because he believed on theoretical grounds in correspondence; 
the point is that he had a theory of correspondence because he 
experienced the presence of pre-existing ideas in physical 
matter.  I am, therefore, inclined to assume that the real root of 
alchemy is to be sought less in philosophical doctrines than in 
the projections of individual investigators.´159 
 
What I understand Jung to be saying is that the alchemists could hold the 
tension of the archetypes, projecting, not identifying, not reducing; in the 
same way many of the artists interviewed in this thesis do not interpret 
their work as they make it, whilst it could be seen as a given that the 
object could contain all that is psychological within them.160 If we think 
WKDW µDUWLVWVWKLQNLQVXEVWDQFHV¶DQGsubstances have their own syntax, 
WKHQZHDJDLQWRXFKRQWKHG\QDPLFRIµSRVVLELOLW\¶LQKHUHQWEHWZHHQWKH
dynamic of two, be it DQRWKHUSHUVRQRUDQDUWLVWLFREMHFWEHLQJµFDOOHG¶
into being. This too shows the affinity between the artist as alchemist and 
the clinical jungian patient setting out on an analytical journey when 
jungian analysis is entered into.    The relationship between the ego and 
the unconscious is a continual dialogue; the creative aim is that the 
conversation changes and opens and cannot be reduced.   
 
 
 
                                                             
158  µ(WKLFDOO\DVZHOODVSK\VLFDOO\¶ 
159 C.G. Jung, &ROOHFWHG:RUNV¶7KH3V\FKLF1DWXUHRIWKH$OFKHPLFDO:RUN¶, (Routledge 
& Kegan Paul, 1974), 245.  Both the artist John Virtue (in this section) and Steven 
)XUORQJHULQDUWLVW¶VLQWHUYLHZVJLYHWHVWDPHQWWR-XQJ¶VXQGHUVWDQGLQJ 
160 6HHDUWLVWV¶LQWHUYLHZV 
2. Literature Review 
 
 
 
74 
2.4 Murray Cox  
 
Dr. Murray Cox was the consultant psychotherapist at Broadmoor for over 
25 years.  The development of his methodology came very much from his 
engagement with patients and thinking with his colleague Dr. Alice 
7KHLOJDDUGDERXWµKRZWR¶EULQJDERXWFUHDWLYHFKDQJHLQWKHUDSHXWLFZRUN.  
Cox had met an obstruction in clinical practice and, instead of confronting 
the obstruction, KH KDG FUHDWLYHO\ µFDOOHG¶ VRPHWKLQJ µQHZ¶ XVLQJ
µ%DFKHODUG
V 3DUDGR[¶ DV D FRQFHSWXDO WRRO DORQJ ZLWK µSRHWLF LQGXFWLRQ¶
µPXWDWLYHPHWDSKRU¶ DQG WKH FRQFHSW RI SRLHVLV WR IRUPXODWH WKH FRUHRI
his methodology.  ,Q &R[¶V case, additional ideas were also taken from 
other disciplines, such as philosophy and poetry, existentialism and 
phenomenology to formulate his new methodology. 
 
$V VWDWHG LQ WKH LQWURGXFWLRQ LQ &R[¶V$HROLDQPHWKRGRORJ\ REVWUXFWLRQ
was not directly confronted; he avoided the obstruction (the patient¶s 
inability to use traditional psychotherapeutic methods) and through the 
LPSOHPHQWDWLRQ RI KLV PHWKRGRORJ\ KH EURXJKW µQHZ¶ XQGHUVWDQGLQJV WR
the patient¶s life.  In short, he found something that worked.  The 
questions that arose for me were: ³:KDWKDGKHGRQH"´ and ³:K\ZDVKLV
PHWKRGRORJ\HIIHFWLYH"´  I wondered if some of the principles he had used 
could be transposed into art practice or, indeed, if artists would deal with 
obstruction in this way.  For example, in the established interviews and 
referred to in the introduction, the artist Cornelia Parker states that she 
has spent her whole life avoiding the obstruction. Her sculpture Cold Dark 
Matter: An Exploded View, which she created in 1991 was a direct result 
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of avoiding an obstruction in studio practice.161  Another example of a 
similarity of approach between The Aeolian Mode and art practice centres 
on Bachelard's Paradox as a core principle.  Cox saw the foundation of 
SRLHVLVLQWKHµFDOO¶DQGBaFKHODUG¶V3DUDGR[.  Obviously, this can be seen 
in art practice and a good example is found in my interview with Steven 
Furlonger. 162   Here, Furlonger talks about how an experience held in 
young adulthood is only now reaching the surface in a body of work 
(sculptural) today; thereforeµWKHLPDJHVWLUVWKHGHSWKVEHIRUHLWWRXFKHV
WKH VXUIDFH¶ 163   When translated into art practice, it correlates to 
%DFKHODUG¶V 3DUDGR[ as the image that Steven Furlonger remembered 
from childhood, touched the depths of his own psyche, before emerging 
many years later as an image that then encountered an object of his own 
creativity, which was new.164  This signified to me a similar territory of 
creativity and was worth investigating more thoroughly; it raised the 
question ³are there creative links between these two disciplines, art 
practice and the Aeolian Mode?´  Murray Cox also found in his clinical 
work that the image could contain deep psychic pain and this raised a 
fairly large question for me as to why artists do not view their creative 
SUDFWLFH DV µWKHUDS\¶ZKLOVW EHLQJDZDUHRI SV\FKRORJLFDO EHQHILWV.165  In 
the interviews with tutors, 'DQLHO6WXUJLVVSHDNVRIWKH³SUREOHPDWLFLGHD
RIYLHZLQJDUWPDNLQJDVWKHUDS\´ZKLOVWDFNQRZOHGJLQJWKDWZHalso know 
of its benefits.166  In a DVD recording of his conversation with Auerbach, 
                                                             
161  Cornelia Parker interview by author, London, UK, September 15, 2011.  
162  Steven Furlonger, interview by author, London, UK, January 27, 2010.  
163  See glossary 
164  Steven Furlonger interview by author, London, UK, January 27, 2010.  
165  Murray Cox & Alice Theilgaard, Mutative Metaphors in Psychotherapy (Tavistock 
Publications Ltd, 1987), xiii. 
166  Daniel Sturgis interview by author, London, UK, September 28, 2010.  
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John Virtue UHPDUNV WKDW ³RI FRXUVH WKH SDLQWLQJ UHSUHVHQWV DOO WKDW LV
SV\FKRORJLFDO LQPH´167 which offers the notion that this was a given, no 
matter what the struggle was to bring forth new work, (see Appendix E), 
Virtue seems to be saying that  this was not an µarea¶ that he was going to 
spend much time thinking about.  A question then arose, namely: ³if the 
image is doing the work of psychological containment and, therefore, no 
conscious interpretation is needed, is this why artists are not interested in 
viewing their art as therapy?´   
 
,QDFOLQLFDO VHWWLQJ LW LV SRVVLEOH WRSHUFHLYH µFKDQJH¶ SRLHVLVDQG WKLV
change is validated when the patient reports a complete change in his or 
her feelings.  An example of poiesis can be seen in clinical practice when a 
patient reports to the clinician that he/she feels different about something 
or some emotion that he/she has not previously encountered.  For 
instance, a man who has committed a murder may VD\³,W LVVQRZLQJLQ
-XO\´DQGWKHFOLQLFLDQreplies³:HOOWKLQJVFDQ¶WVWD\FRYHUHGXSIRUHYHU´.  
Then, this image of frozen life or frozen feeling begins to affect the patient 
and he slowly becomes aware of all that has been murdered, all that has 
been killed inside himself, all that he has done, begins to come to the 
surface and begins to thaw.  Then, depending on the methodology, the 
man, the call, the analytical skill, the conversation, the mutative metaphor 
and the poetic induction, VRPHWKLQJµQHZ¶PD\EHNQRZQ.  This posed the 
questions: ³could poiesis be seen in art practice´ DQG ³are artists 
consciously aware of poiesis?´  In many senses, Broadmoor is, of course, 
DZRUOGDZD\IURPWKHDUWLVW¶VVWXGLR; nevertheless, it can also be argued 
                                                             
167 John Virtue, directed by Jake Auerbach, (Auerbach, Jake. Films Ltd, DVD 2006). 
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WKDWWKHµCompromise with &KDRV¶ZKLFKZDVWKHWLWOHRI&R[¶VILUVWERRN, 
is something in which artists can be said to be involved.  The role of the 
frozen landscape image here, in this conversation between hypothetical 
patient and analyst, aids the patient to begin to know things that could 
not be known.168 
 
/RRNLQJDWWKHFRUHFRQFHSWRISRLHVLVWKHSULQFLSDOLGHDRIµFDOO¶LVLQWULQVLF
to difficulty and obstruction, because if we knew in advance what was 
UHTXLUHGZHZRXOGQ¶WKDYHWRcall.  During an interview to join his study 
group at The Independent Hospital, which is attached to Broadmoor 
Psychiatric Prison, Cox said to me that he would like me to be present, as 
artists know and are preoccupied by poiesis (I am paraphrasing).  In 
truth, I was not preoccupied by this idea of poiesis, conceptually or 
consciously practically, as I had not come across it in any of my artistic 
training and had only been aware of it through the work of Richard 
.HDUQH\ LQKLVVHPLQDOERRN µ7KH:DNHRI WKH ,PDJLQDWLRQ¶.  All I knew 
was that I wanted something new, a different perspective to help with my 
obstruction to painting. 169   At that time, I would have articulated my 
preoccupation with how could I go beyond what I knew to release myself 
from an entrenched obstruction to painting. That it was a difficult time 
EHFDXVH,GLGQ¶WZDQWZKDW,NQHZDQGZDQWHGZKDW,GLGQ¶WNQRZ &R[¶V
response to this obstruction would have been to  µFDOO¶SRLHVLV.  Therefore, 
I was intrigued by WKLVFRUHLGHDRIWKHµFUHDWLYHFDOO¶ZKHQHQFRXQWHULQJ
an obstruction.  7KH VLPSOH TXHVWLRQ WKDW HPHUJHG IURP VWXG\LQJ&R[¶V
                                                             
168  Murray Cox, Structuring the Therapeutic Process, Compromise with Chaos, (Jessica 
Kingsley Publishers, 1978). 
169 Richard Kearney, The Wake of the Imagination, (Century Hutchinson Ltd, 1988).  
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methodology was whether these difficulties, that we all encounter in art 
practice, could EH DLGHG E\ &R[¶V PHWKRGRORJ\.  Cox was interested in 
µQHJDWLYH FDSDELOLW\¶ DQG LWV UHODWLRQVKLS WR SRLHVLV.  His adage, adapted 
IURP WKH SRHW (GZLQ 0XLU LV ³:KDW , VKDOO QHYHU NQRZ , PXVW PDNH
NQRZQ´.  &R[DGDSWHGWKLVWR³:KDWZHVKDOOQHYHUNQRZZHPXVWPDNH
NQRZQ´ 170   7KLV SKLORVRSKLFDO SRVLWLRQ RQ WKH µXQNQRZQ¶ DQG its 
relationship to the tension that needs to be held in creative practice has 
been a concept that is now fully engaged with in our culture, as 
demonstrated by the high attendance the turn out for the conference on 
µ1RW NQRZLQJ¶171  Cox believed that this concHSW RI WKH µQRWNQRZQ¶ZDV
HYHU\ ELW DV QHFHVVDU\ LQ WKH FUHDWLYH SURFHVV DV WKH µFDOO¶ WKDW LV
encountered within poiesis.172  Another relevant factor in choosing The 
Aeolian Mode as a fruitful basis of enquiry is that Cox, with the guidance 
of Mark Rylance, the actor, LWZDV5\ODQFH¶VVXJJHVWLRQWKDW6KDNHVSHDUH
be taken to Broadmoor), liked the idea of the effect different disciplines 
had on creative processes and difficulties. 173   It is just this sort of 
conversation between two different disciplines that rendered such creative 
ZRUNDQGJUHDWO\FKDQJHG&R[¶VRZQHQJDJHPHQWZLWKKLVXQGHUVWDQGLQJ
of the pathology of violence.  In a similar way, I sought to see how the 
HQJDJHPHQW ZLWK GLIIHUHQW VFKRROV RI WKRXJKW FRXOG UHQGHU µXVHIXO¶
knowledge to artists if the emphasis of the enquiry was first placed within 
the artists own studio practice. 
                                                             
170  Murray Cox and Alice Theilgaard, Mutative Metaphors in Psychotherapy, (Tavistock 
Publications Ltd, 1987), xxix. 
171  6\PSRVLXP ³2Q 1RW .QRZLQJ +RZ $UWLVWV 7KLQN´ ODVW PRGLILHG -XQH  
www.kettlesyard.co.uk./exhibitions/symposium.html. 
172 Murray Cox and Alice Theilgaard, Mutative Metaphors in Psychotherapy, The Aeolian 
Mode, (Tavistock Publications Ltd., 1987), 63. 
173 ,DQ 0FNHOOHQ WDONLQJ DERXW %URDGPRRU DQG 56& ³:ULWLQJV%URDGPRRU´ ODVW PRGLILHG
2012,  www.mckellen.com/writings/index.html 
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2.5 Can Art be Taught? 
 
In addressing this question, I am aware that I have simplified and 
condensed this argument down to the essential points that James Elkins 
makes in his book.  I have done this so as to hold to the PhD question on 
Poiesis and Obstruction.  I feel it is helpful to this thesis not to lose focus 
and to concentrate on his two central points which are:  ³1RPDWWHUKRZ
small a part intentionality plays in teaching, it is the only part we can 
hope to understand´174 and this second quote which helped formulate a 
question DURXQG µ&DQDUW EH WDXJKW¶"  7KLV LVElkins: ³&RQWHPSRUDU\DUW
instruction has moved far beyond the Baroque academy model, without 
even noticing it.  At the same time we have moved only baby steps away 
IURP%DXKDXV´175 
 
According to James Elkins:  
³There have long been doubts about whether art can be taught.  
7KH\ JR EDFN DW OHDVW WR 3ODWR¶V FRQFHSW RI LQVSLUDWLRQ PDQLD
DQG $ULVWRWOH¶V FRQcept of genius and poetic rapture.  The 
argument being that if art is intrinsic to mania then ordinary 
teaching will have no effect.´176 
 
 
³After Plato and Aristotle there have been two main times and 
places where people claimed inspiration is central and so art 
cannot be taught.  The first was the Romantic art schools and 
the second was the Bauhaus.  The Romantics thought that each 
                                                             
174  James Elkins, Why art cannot be taught, (Illinois, 1995), 95. 
175  Ibid., 39. 
176  Ibid., 95. 
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artist is an individual, so no kind of group instruction could ever 
succeed in teaching art.  The Bauhaus was founded on the idea 
that craft is fundamental and that art instruction should be 
consecrated to teaching whatever is susceptible to basic rules 
and procedures.´177  
 
-DPHV (ONLQ¶V YLHZ LV WKDW DUW FDQQRW EH WDXJKW DQG KH DGRSWV PDny 
theories to explain why not.178  I have labelled these for simplification into 
µmaieutic theory¶, µcontradictory theory¶ µQRW NQRZLQJ WKHRU\¶ µstatistical 
theory¶ and µthreshold theory¶  
 
Maieutic Theory ± DUWWHDFKHUVJXLGHWRKHOSEULQJIRUWKµWKHEDE\¶
student/object. 
Contradictory Theory ± WHDFKHUVFDQ¶WWHDFKEXWWKH\WHDFK 
Not Knowing Theory ± WHDFKHUVFDQ¶WWHDFKEXWQRRQHNQRZVZKDW
is being taught or if it has any influence. 
Statistical Theory ±if you get enough students going through art 
schools then you are bound to have some artists that become 
successful and established. 
Threshold theory ± teachers can only take students so far to a 
threshold from where thH\OHDSLQWRWKHLURZQµMRXUQH\RIDFWLYLW\¶.   
 
,IZHWKLQNEDFNWRWKHLGHDRIWKHµFDOO¶SKLORVRSKLFDOO\DQGFUHDWLYHO\DQG 
thHLPSRUWDQFHRIWKHµRWKHU¶IRU µUDGLFDO¶SRVVLELOLW\WRRFFXUWKHQLWVHHPV
WRPH(ONLQ¶VLVXQGHUYDOXLQJWKHFUHDWLYHUROHRIWKHFRQYHrsation and the 
FDOOWKDWWKHµRWKHU¶FDQKROGLQWKHFUHDWLYHSrocess.  As previously stated, 
Elkin¶s believes that ³no matter how small a role intentionality plays in 
                                                             
177  Ibid., 96. 
178  Ibid, 91-110. 
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teaching, LWLVWKHRQO\SDUWZHFDQKRSHWRXQGHUVWDQG´179  Therefore, in 
the Methodology of the Conversation, I will give evidence to support my 
theory of WKH G\QDPLF FUHDWLYH DIIHFW WKH µPHWKRGRORJ\ RI the 
FRQYHUVDWLRQ¶KDs on the creative process and why we cannot confirm the 
statement that µart cannot be taught.¶ 
 
In this literature review , I have looked at the perceptions, interpretations 
and presumptions taken from psychoanalysis that have interpreted and 
defined the world of art radically over the last 100 years.  In a sense, 
academically this is what we are analyzing from within a plural psyche; by 
that I mean this thesis does not set out to dismiss all the findings and 
interpretations that psychoanalysis has given us nor, indeed, art history 
but to listen to what artists are saying about their own practices.  Is 
%DGLRX¶V RZQ FULWLFLVP RI SV\FKRDQDO\VLV DOUHDG\ RXW RI GDWH"  Is there 
scope today for a shared language, a joint conversation about art 
practice?  There are many questions that derive from the core question: 
³Is what is expanded in The Aeolian Mode akin to art practice?´  ³What 
role, if any, does psychoanalysis have today in studio practice?´  
 
To claim the authority back into art practice, it is through the 
µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ WKDW ZH ZLOO ILQG WKH H[SHULHQFHV RI
artists themselves and approach greater understandings about art 
practice; always holding to the tension of µQRWNQRZLQJ¶, we seek to see 
what is now visible and verbalized in art practice.  
 
                                                             
179  James Elkins, Why painting cannot be taught (Illinois Press, 2001), 95.  
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Chapter 3: The Methodology of the Conversation 
 
This section describes the formulation of the research methodology, 
clarifying its aims and objectives together with a discussion of the 
philosophical approach applied.  I will give an example of the efficacy of 
µWKH PHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ as a research tool using extracts 
from a recent BBC interview between the sculptor, Anthony Caro and the 
journalist, Mark Lawson.180  ,Q&DUR¶VFRQYHUVDWLRQZLWK/DZVRQKHJLYHV
us a clear method of using DµPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶WRFDOOQHZ
work, with the conversations he undertakes with his wife, around his 
oeuvre.  I will then clarify how I see µthe methodology of the conversation¶ 
working as a WRRO RI µUDGLFDO SRVVLELOLW\¶, using an example taken from 
present day psychoanalysis that positions LWVHOI PRUH DNLQ WR .HDUQH\¶V
LGHDRI µWKH2WKHU¶ZKLFK LVSKLORVRSKLFDOO\EDVHGDQGVXLWV WKHUHVHDUFK
purposes of this PhD.  
 
I will address the development of this methodology from my clinical 
practice and how, having worked for the last 25 years as both a 
                                                             
180  Anthony Caro interview by Mark Lawson BBC, London, UK, February 2010.  
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psychotherapist and an artist, it enables me to undertake this body of 
research.  , ZLOO DOVR H[SDQG RQ WKH W\SH RI µTXDOLWDWLYH¶ LQWHUYLHZ
methodology that is being used and why this method was chosen for 
µUHVSRQVLYHLQWHUYLHZLQJ¶  I will then describe the interviewees that were 
chosen and the research aim in order to get a cross-section of the artist 
community by interviewing students, established artists and tutors.  I will 
give an overview of the preliminary obstacles encountered at the initial 
interview stages and I will give examples of the three sets of interview 
questions that were given to the three groups of artists, showing where 
WKHTXHVWLRQVZHUHWDLORUHGWRWKHµHYHU\GD\¶H[SHULHQFHRIHDFKJURXS 
 
3.1. The Formulation RIWKHµ0HWKRGRORgy of the 
&RQYHUVDWLRQ¶ 
 
7KH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ ZDV IRUPXODWHG DV D WRRO RI
research through a number of conceptual and practical events happening 
in the first two years of this practice-based PhD.  First of all, through my 
academic research into philosophy and psychoanalysis, it had become 
evident in my research WKDWµWKH2WKHU¶LQWKHµFDOO¶WRSRLHVLVZDVLQWULQVLF
to thinking about how creativity occurs in studio practice.  (I have referred 
to this in my literary survey with reference to the work of Fairbairn and 
Kearney).  7KH LPSRUWDQFH RI µWKH 2WKHU¶ KDV DOUHDG\ EHHQ UHIHUUHG WR
VSHFLILFDOO\ZLWKLQ.HDUQH\¶VLGHDRIQHHGLQJDQRWKHUIRUµradical possibility¶ 
to occur.  However, it is interesting to see how Kearney, through his own 
interviews with YDULRXVSKLORVRSKHUV LQKLVERRN µDebates in Continental 
3KLORVRSK\¶ examines the routes to learning, change and possibility that 
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comes into being through dialogue, (so important to Cox and Jung as a 
vehicle for transformation and an on-going creative process). This is 
Kearney reflecting on the methodology of the conversation: 
 
³For example, my own self-understanding as a dialogical 
questioner (conditioned by my particular set of cultural, 
national, religious, philosophical and affective discourses) has 
had to submit itself to a metamorphosis in the exchange of 
question and answer with the thinkers featured here (each with 
his/her own specific discourses) and it is probable that these 
thinkers themselves have undergone a certain transformation of 
their respective self-understanding ± even if this entails no 
more than an alternative reformulation of their previously 
formulated words and worlds.  In short, these texts of dialogue 
bespeak the transmigration of each author into new horizons of 
possible meaning, horizons which remain open in turn to the 
possible reinterpretations of each reader.´181 
 
TKHFUHDWLYHLPSRUWDQFHRIWKHµPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶DQGWKH
necessity of µthe Other¶ in the creative process cannot be stressed enough 
in the context of this research thesis; therefore, I will show the link 
EHWZHHQ .HDUQH\¶V SKLORVRSKLFDO YLHZ WKDW LV WKH LPSRUWDQFH RI µthe 
Other¶ SV\FKRDQDO\VLV¶V XQGHrstanding of the reciprocity of relationship, 
DQG WKH µFDOO¶ WR SRLHVLV WKDW WRRNSODFH LQ FRQYHUVDWLRQEHWZHHQ6KHOOH\
and Byron. 182   The conversation that took place between Shelley and 
%\URQLVDYHU\JRRGH[DPSOHRIERWK&R[¶V LGHDRIWKHµFDOO¶KHOGZLWhin 
pRLHVLVDQG-XQJ¶VLQVLVWHQFHRQWKHSRZHURIWKHXQFRQVFLRXV  This PhD 
gives evidence to the importance of a µmethodology of the conversation¶ in 
                                                             
181 Richard Kearney, Debates in Continental Philosophy/Conversations with Contemporary 
thinkers (Fordham University Press, 2004), 331,332. 
182  Peter Conrad, Creation Artists, God & Origins (Thames & Hudson 2007), 11. In this 
extract Conrad recounts the visit of Shelley to Byron.  Prior to sleep, Byron says to Shelley 
WKDWKHZDQWVKHUWRZULWHWKHPRVWWHUULI\LQJVWRU\WKDWVKHFDQLPDJLQH6KHOOH\KDVµQR
LGHD¶ZKDWWRZULWHDERXWDQGJRHVWREHG6KHGUHDPV,QWKHPRUQLQJVKHKDVGUHDPW
the whole story of FrankeQVWHLQ 7KLV IRUPH LQIRUPVRID µFDOO¶ WKDW WDNHVEHWZHHQRQH
unconscious and another.  
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being a major contributing factor in releasing my obstruction to paint.  
When thinking about areas of creative mystery we can look at alchemy 
and seHWKDWWKHDGHSWDOZD\VZRUNVµLQUHODWLRQ¶WRDQRWKHUSHUVRQZKLFK
LVDQ LQWHUHVWLQJREVHUYDWLRQZKHQWKLQNLQJDERXWWKH LPSRUWDQFHRI µWKH
2WKHU¶ LQ FUHDWLYH DQG WUDQVIRUPDWLYH SURFHVVHV 183   Turning to an 
understanding of how the µmethodology of the conversation¶ works, and 
what is going on at a creative level through the HQFRXQWHU ZLWK µWKH
OWKHU¶, it is useful to draw the interconnecting threads that run through 
different disciplines.  
 
These ideas, together with the idea of using a µmethodology of the 
FRQYHUVDWLRQ¶JDWKHUHGPRUHZHLJKWDVDSRWHQWLDOUHVHDUFKWRROILUVWRIDOO
during a conversation with my Director of Studies in May 2006.  During 
this discussion the necessity of needing to orientate this research into 
studio practice emerged.  ,ZDVUHODWLQJWKHVWRU\RI0DU\6KHOOH\¶VYLVLWWR
Byron to my supervisor and talking with him about the significance of µWKH
OWKHU¶LQWKHFUHDWLYHSURFHVV  It then occurred to me that if I wanted a 
µQHZ¶ ERG\ RI UHsearch into art processes, which did not fit artists into 
established psychoanalytical theories or art history, then the best way 
forward was to speak to the artists themselves about their day-to-day 
encounters in art practice and process in order to ask them directly how 
they dealt with obstructions and if they encountered a methodology of 
SUDFWLFHZKLFKFDOOHG µQHZ¶ZRUN  What was at the core of my research 
ZDVWKHLGHDWKDWWKHDUWLVWLQWKHFRQYHUVDWLRQµFDOOV¶WRµWKH2WKHU¶RXWRI
                                                             
183 See glossary.  
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both nothing, which is intrinsic to the understanding of the concept of 
poiesis in this PhD, and also when meeting an obstruction.  This 
obstruction can also EHH[SUHVVHGE\WKHHQFRXQWHURI WKH µRWKHUQHVV¶RI
the Other.  
 
The philosophically oriented psychoanalyst, Neville Symington,184 who has 
GRQHVXFKH[WUDRUGLQDU\SV\FKRDQDO\WLFDOZRUNRQ µQDUFLVVLVP¶DQGKDVD
non-reductive approach to psychoanalytic process, gives a dynamic 
H[DPSOH RI WKH HQFRXQWHU ZLWK WKH µRWKHUQHVV¶ RI WKH RWKHU DQG DOVR
explains the relationship of reciprocity that occurs between two people in 
the psychoanalytic process.  In his understanding he equates this 
reciprocity to the idea of the necessity of being (ontologically), whereas I 
DPVD\LQJWKHQHFHVVLW\RIEHLQJDOVRFUHDWHVDµFDOO¶ZKen it encounters 
µDQ2WKHU¶WKDWJLYHVOR\DOW\WRWKHFRQFHSWRISRLHVLV7KHFUHDWLYHµFDOO¶
in WKLV WKHVLV LV KHOGZLWKLQ WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶  <RX
can see in the following extract from a psychoanalytical session how 
(ONLQ¶V LGHDV RQ the limitations of teaching can be challenged, as this 
H[DPSOHIURP6\PLQJWRQVKRZVKRZFUHDWLYHµHQFRXQWHU¶FDQEH7KDWLV
our creativity depends on the conversations that we are having, who we 
are having them with, the reciprocity of exchange and the quality of those 
conversations.  From a Jungian stance, our unconscious has an effect on 
another and, as Iris Murdoch says: ³WREHDQDUWLVW\RXKDYHWREHDWOHDVW
µKDOILQORYH¶ZLWKWKHXQFRQVFLRXVPLQGEHFDXVHLWLVGRLQJDJUHDWGHDORI
WKH ZRUN´185  Symington gives us a very good example of how things 
                                                             
184 Neville Symington, A Pattern of Madness (Karnac, 2002), 35. 
185  Iris Murdoch, The Existentialists and The Mystics (Chatto and Windus, 1997), 7. 
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µcome into being¶ in conversation.  This is Symington with a patient in 
brief therapy that was trying to decide whether to marry Anthony or not.  
Symington is able to show us exactly what the psychoanalyst is able to do 
for the patient in psychotherapy.  She was speaking like this: 
³+HLVYHU\NLQG´  ³+HGRHVKHOSPHWRWKLQNFOHDUO\´  ³You see I 
do like looking after him.´ 
 
I said:  ³:KHQ\RXVD\WKHVHWKLQJVDERXW$QWKRQ\,KDYHDVWURQJ 
sense that you are trying to persuade me of them, and I wonder 
why you feel the need to do this?´ 
 
She answered:  ³,WKLQNLW¶V myself I am trying to persuade.´ 
 
So it seems that I stand as a symbol for her own self.  The same patient 
said in one session that Anthony drank very heavily and I said: 
³<RXKDGQRWWROGPHWKDWEHIRUH.´ 
 
She answered:  ³,ZDVQRWDZDUHRILWEHIRUH.´ 
 
This is Symington assessing his encounter with the patient.  
 
³6o the moment of telling me coincided with her own self-
awareness.  Her telling me equated with her telling herself.  I 
WKLQN WKDW , DV µWKH 2WKHU¶ IRU KHU V\PEROL]LQJ KHU RZQ VHOI
makes sense if we posit that we are both together in the 
QHFHVVLW\RIH[LVWHQFH´186  
 
 
Here, I would add that in WKHRQWRORJLFDOQHFHVVLW\RIµEHLQJ¶LQexistence, 
is, for this thesis µEHLQJ LQVWXGLRSUDFWLFH¶+HUH ZHDUHDOVR µFDOOLQJ¶ WR
the other out of the unknown or through obstruction within a methodology 
of the conversation.   
 
This gives us an idea of what we creatively do in conversation, poetically 
SXWLWPHDQVµmeeting myself in you, I find myself, in what I do not know, 
and, IURP WKDW PHHWLQJ ILQG QHZ ELUWK¶ RU, less poetically, µI meet an 
                                                             
186  Neville Symington, A Pattern of Madness (Karnac, 2002), 35. 
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obstruction, you listen to me and, because your imagination is outside my 
imagination you contain µradical possibility¶¶  This exchange between us 
posits ideas, suggestions or simply an ability to hold tension that may not 
have been there before.  Philosophically, running through like a river in 
.HDUQH\¶Vbook, µThe Wake of the Imagination¶ is the idea that in order 
for radical possibility to occur then the imagination has to no longer be 
solipsistic and encounter the other; this in turn equates to Neville 
6\PLQJWRQ¶VZRUNRQQDUFLVVLVP187 -XQJ¶V LGHDRI WKH LPSRUWDQFHRI WKH
unconscious and the on-JRLQJGLDORJXHZHDUHHQWHUHGLQ&R[¶VLGHDWKDW
ZH FDOO DQG2¶6XOOLYDQ¶V LGHD WKDWZHQHHGHQFRXQWHU WR VWRS UHSHWLWLRQ 
How would this philosophical concept be seen in a present day 
psychoanalytic encounter?  The psychoanalyst would say that it is the 
engagement with µWKH2ther¶ that stops the patients being solipsistic and 
splitting off parts of themselves (narcissism) and, therefore, allows the 
creative birth of a healthier personality.  
 
Simplistically put: 
³The person in the other refuses to be treated as the product of 
the others¶ assumptions, which is fashioned from the belief 
structure of a broken psyche.  The individual with a broken 
psyche believes the other to be structured similarly (solipsistic); 
VRPHRQHXQGHUWKHGRPLQDQFHRIWKHµQDUFLVVLVWLFFRQVWHOODWLRQ¶
believes the other is the same as himself.  This is according to 
the principle of reciprocity.´188 
 
What Symington is saying links strongly to philosophy and creativity from 
essentially this point: 
 
                                                             
187  Neville Symington, Narcissism a new theory (Karnac Book, 1993). 
188  Neville Symington, A Pattern of Madness (Karnac, 2002), 35. 
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³If it meets resistance in the unique construction of the other, 
then the narcissistic constellation collapses ± this collapse 
favours the dispersed elements to return into connection with 
each other, making thought and creation possible.  This is a 
brief summary of the process by which the person facilitates 
personal integration of the other.´189 
 
For me, tKLV WH[W RI 6\PLQJWRQ¶V DOVR PDNes sense of one of the 
statements from the philosopher, Emmanuel Levinas, which I saw in an 
advertisement in Paris for the Philosophers Café; LWVDLGµ2QO\WKHRWKHULV
8QLTXH¶ ± the work of Emmanuel Levinas ± Discuss.¶  If you take that 
statement into the art arena then you can see how important our relations 
with the other can be for creativity.  
 
Thinking about philosophy, psychoanalysis, artistic µcall¶ and conversation, 
the µmethodology of the conversation¶ is in the service of poiesis as an 
intrinsic tool.  TKHFRQYHUVDWLRQµFDOOV¶, as is shown both in my own self-
analysis, the conversations with my supervisors and in the interviews with 
students, established artists, and tutors.  As far as the implications for 
teaching are concerned, philosophy, psychoanalysis and art find 
agreement within the encounter of µotherness of the other¶ when teaching 
and creativity is enhanced.  
 
In 2005, I was at a conference at IAJS, the Jungian body of academic 
research, where a Jungian analyst, Joy Schaverien, gave her paper on  
µ$UW7KHUDS\¶VWDWLQJWKDWµDUWVWDUWVZLWKDEODQNFDQYDV¶190  ,ZRQGHUHGµLI
DUWLVWV¶ DV ZHOO DV SKLORVRSKHUV DQG DQDO\VWV ZRXOG DJUHH ZLWK WKLV
                                                             
189 Ibid.,35 
190 Joy Schaverien is a Member of the Society of Analytical (London) and a visiting fellow at 
Goldsmith College, University of London. Joy Schaverien, The Revealing Image, Analytical 
Art Psychotherapy in Theory and Practice (Jessica Kingsley, 1999).  
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statement and decided to find the answer by using it as a subsidiary 
question in this PhD thesis.   
 
7KH DUHD WKDW LV EHLQJ H[SORUHG LQ WKLV WKHVLV WRXFKHV RQ µKRZ REMHFWV
FRPH LQWREHLQJ¶DQG, in this way, engages with both poiesis and praxis 
through the µmethodology of the conversation¶ and its service to the 
creative process.  Below I quote from a paper on poiesis and praxis as a 
means of understanding how I view the µmethodology of the conversation¶ 
DVDµWRRO¶WKDWEULGJHVWKHVHWZRFRQFHSWV7KHVWDWHPHQWWKDWµDrt starts 
ZLWK D EODQN FDQYDV¶ LV a good example of what I mean, because this 
statement is bound in literalism, that is the actual object, the canvas; 
ZKHUHDV WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ WHOOV XV WKDW FUHDWLYLW\ LV
WDNLQJSODFHµHQWUHQRXV¶DWDQRQ-concrete level:   
 
³The problem of the destiny of art in our times has led us to 
posit as inseparable from it the problem of the meaning of 
SURGXFWLYH DFWLYLW\ RI PDQ¶V GRLQJ ± that of the artist as 
craftsman as well as that of the workman and the politician.  Art 
is praxis, that is, manifestation of a will that produces a 
concrete effect.  When we say that man has a productive status 
on earth, we mean, then, that the status of his dwelling on 
earth is a practical one.  We are so accustomed to this unified 
understanding of alO PDQ¶V GRLQJ DV SUD[LV WKDW ZH GR QRW
recognize that it could be, and in other eras has been, 
conceived differently.  The Greeks, to who we owe all the 
categories through which we judge ourselves and the reality 
around us, make a clear distinction between SRLHVLV µSRLHLQ³WR
SURGXFH´ LQ WKH sense of bringing into being and praxis 
SUDWWHLQ µWR GR¶ in the sense of acting).  As we shall see, 
central to praxis was the idea of the will that finds its immediate 
expression in an act while, by contrast, central to poiesis was 
the experience of production into presence, the fact that 
something passed from non-being from concealment into the 
full light of the work.  The essential character of poiesis was not 
LWVDVSHFWDVDSUDFWLFDODQGYROXQWDU\SURFHVVEXW LW¶Vbeing a 
mode of truth understood as unveiling.  It was precisely 
because of this essential proximity to truth that Aristotle, who 
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UHSHDWHGO\WKHRUL]HVWKLVGLVWLQFWLRQZLWKLQPDQ¶VGRLQJWHQGVWR
assign a higher position to poiesis than to praxis.  According to 
Aristotle, the roots of praxis lay in the very condition of a man 
as an animal, a living being, these roots were constituted by the 
very principle of motion (well understood as the basic unit of 
craving, desire and volition the characteristics of life).´191  
 
 
This PhD Research enquiry is indeed about ZKDW DUWLVWV µGR¶ ± that is 
praxis - but the idea of praxis enfolds all that the artist does practically 
DQGSUD[LVKHUH LQFOXGHV µWKHPHWKRGRORJ\RI WKHFRQYHUVDWLRQ¶, which in 
turn contains poieVLV WKDW LV µFDOO¶ DQG WKH GHVLUH WR µcall into existence 
that which has not been there before¶).  
Nonetheless, poiesis is not solely seen here as a concept of unfolding 
(delivering the unknown WRFRQVFLRXVQHVVRUWKHµXQYHLOLQJ¶ of truth) but 
goes before praxis when praxis meets an obstruction, because it contains 
D µFDOO¶  A student refers to this idea in her interview: ³I believe in a 
propensity or a drive towards something, so you have an innate feeling or 
attachment to something that grows later on.´192   
 
6RZHVHHKHUHWKDWDµPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶FDQEHERWKLQ
VHUYLFHRIWKHDUWREMHFWLQDµFDOO¶RUDµGULYH¶WRSUD[LVRU, in the call held 
in poiesis LQ WKH µFDOOLQJ LQWRH[LVWHQFHWKDWZKLFKZDVQRWWKHUHEHIRUH¶, 
both LQ SURGXFWLRQ DQG LQ WKH µXQYHLOLQJ RI WUXWK WR FRQVFLRXVQHVV¶  As 
stated in this thesis, pRLHVLV LVDERXW µFDOO¶ZLWKWKHXQGHUVWDQGLQJRI WKH
OLQN WR µQRW NQRZLQJ¶; WKDW LV \RX ZRXOG QRW KDYH WR µFDOO¶ LI \RX NQHZ.  
This, in turn accentuates the role oI VHHNLQJ WKH µRWKHU¶ WKDW references 
Fairbairn, Kearney, Jung, Cox, in this thesis.  This thesis is investigating 
                                                             
191 Giorgio Agamben, The Man without Content (Standford University Press, 1999), 69. 
192 Student interview by author, (anonymized), London, UK November 30, 2011.   
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DUHDVRI µGRLQJ¶ LQDUWSUDFWLFHSUD[LV  ,Q'U&R[¶VFOLQLFDOH[SHULHQFH
KH FDPH WR WKH LGHD RI XVLQJ WKH FRQFHSW RI SRLHVLV DV D µFUHDWLYH DFW¶
ZKHQKHPHWDQµREVWUXFWLRQ¶; that is, he could not take his patients any 
further with an orthodox psychoanalytical approach to mental 
disturbances.  .HDUQH\¶V LGHD LV WKDW WKH RWKHU µFDOOV UDGLFDO SRVVLELOLW\¶; 
this observation shows us the link between poiesis and praxis and the idea 
that they are complimentary.  For example, DQDUWLVWFDQµFDOO¶QHZZRUN
DQGWKLVµFDOO¶FDQEHKHOGZLWKLQWKHµDFW¶RUµWKHFRQYHUVDWLRQ¶According 
to Agamben, poiesis was thought to be of higher value than Praxis but if 
ZHKROGWRWKHEHOLHIWKDWSRLHVLVLVDERXWµFDOO¶DQGLVas much a solution 
to obstruction as act then, for artistic purposes, both concepts sit well 
together.  
 
3.2. Interview with Anthony Caro/Mark Lawson, 
BBC, 10.9.2010 
 
As an example of the µPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶LQDFWLRQZHFDQ
look at an interview for the BBC which took place on 10 September 2010, 
where the journalist, Mark Lawson, talks with the sculptor, Anthony Caro.  
In this interview, Caro draws out for us his own preferred methodology, 
that of the conversDWLRQ FRQILUPLQJ WKH QHFHVVLW\ RI µWKH 2WKHU¶ LQ WKH
creative process.  In the extract from the Caro/Lawson interview there is a 
JRRG RYHUYLHZ RI DOO WKH DUWLVW JDWKHUV LQ YLD D µPHWKRGRORJ\ RI WKH
FRQYHUVDWLRQ¶LQWRVWXGLo practice.  Here too, \RXVHH&DUR¶VRZQUDWLRQDOH
RI µZK\¶ WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ ZRUNV IRU KLP LQ WKH
influential and creative input of his wiIH¶V RZQ FUHDWLYH SHUVSHFWLYH µDn 
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Other¶ outside his own imagination.  I have put in µLWDOLFV¶the references to 
his methodology DQG WKDW RI D GHYHORSLQJ µPHWKRGRORJ\ RI WKH
FRQYHUVDWLRQ¶; for example, &DUR¶VDYRLGDQFHRIREVWUXFWLRQDW the outset 
can be seen in his statement, ³:KHQ I JHWLQWRWKHVWXGLR,GRQ¶WZRUNRQ
the most difficult thing´.  In addition the application of a method of 
dialogue and conversation can be understood when he refers to his wife in 
conversation and says: ³We would talk about my art, where we were 
going and she would give me ideDV,KDYHEHHQOXFN\OLNHWKDW´ 
In thHµHistory RI$UW¶$QWKRQ\&DURVWDQGVDVDPDQRIVWHHO; literally so, 
as it is his choice of material that brought him to prominence in the 
¶V ZKHQ KH EHJDQ WR ZHOG WRJHWKHU VHSDUDWH HOHPHQWV WR PDNH
complex interlocking sculptures leading to a series of large pieces in 
SDLQWHG RU UROOHG PHWDO FDOOHG ³7KH )ODW´.  However, he has also been 
PHWDSKRULFDOO\ µVWHHO\¶ LQ KLV FDUHHU; departing from the example of his 
mentor, the great Henry Moore, to sculpt in a variety of materials 
including paper. 
 
Mark:  ³:KHQ \RX ORRN EDFN DW WKDW GHFDGH RI FRPSOHWHG
pieces do you have a clear sense of where they come from or 
LVWKHUHDQHOHPHQWRIP\VWHU\"´ 
 
Caro: ³, WKLQN \RX SXW \RXUVHOI LQ D IUDPH RI PLQG WR PDNH DUW
When I go into the VWXGLR,GRQ¶WZRUNRQWKHPost difficult thing ± I 
start to work on something I have almost got right and somehow it 
gives me a bit of confidence to the move to the next one and by the 
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end of the morning I am beginning to do the difficult things.  
Whether there is any mysteriousness ,GRQ¶WNQRZZKHUHLWFRPHV
from but I hesitate to invest the practice of sculpture with more 
than practical down to earth things.  I think I was asked sometime 
in the early days what do you think sculpture is and I said that 
sculpture was something that is outside of what you are and I went 
RQWR PDNH µ7KH 7RZHU¶ DQG WKHQ ZHQW RQ WR PDNH µ7KH +DOLID[
6WHSV¶DQGQRZ,DPWKLQNLQJRILWDVDQµLQVLGH¶WKLQJEXWDOOWKHVH
are possibilities because you get trapped by your own assumptions 
and statements which yRXKDYHWRZDWFKRXWIRUDVWKH\FDQµKROG¶
\RXOLNHWKDW$OZD\VGRQ¶WWDNHDQ\WKLQJIRUJUDQWHG´ 
 
Mark:  ³'R \RX IHHO DOZD\V LQ FRQWURO RI ZKDW \RX DUH
GRLQJ"´ 
 
Caro:  ³2K,KRSHQRW,WKLQNLW¶VDGLDORJXHEHWZHHQWKHVWXIIDQG
me.  We have to talk to each other and I have to listen to what 
these pieces of steel, wood, paper, whatever I am working in 
suggest ± VR\HV,KDYHDJRRGLGHDRIZKHUH,DPJRLQJEXW,GRQ¶W
ZDQWWREHERXQGE\LW,GRQ¶WSODQLWDKHDGRIWLPHDQGVD\,DP
going to make this, I have an idea of where things are going, the 
direction of things, but I let them talk to me.  I let the stuff talk to 
PH´ 
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Mark:  ³7KDW GHFLVLRQ HDUO\ RQ WR PRYH VFXOSWXUH RII WKH
plinth ± WKDWZDVDQLQVWLQFW\RXKDG"´ 
 
Caro:  ³1R , ZDQW WR PDNH LW more something like two people 
talking to each other rather than looking up at something and never 
having any contact.  All those sculptures in Trafalgar Square, those 
men on horses they are just giving honour to those unknown 
generals and I wanted sculpture to involve us personally. 
 
Mark:  ³,W ZDV OLWHUDOO\ D levelling ± but this was taken up 
politically?´ 
 
Caro:  ³,W KDSSHQHG LW ZDV WDNHQ XS OLNH WKDW D ELW VR PXFK VR
people were saying The Tate Gallery was wrong because it has 
steps up to it ± WKDW¶VERQNHUV´ 
 
Mark:  ³,W LV ZKDW SHRSOH FDOO GHPRFUDWL]LQJ DQG PRUH
ZHOFRPLQJWKDWZD\´ 
 
Caro:  ³, WKLQNZKDW\RXDUHVD\LQJ LVDEVROXWHO\ ULJKWDQGKRZ,
hate that idea of democratizing.  How you perceive a sculpture, 
whether you look up at it or down, whether you walk into it or 
whether you walk through it.  All these are very important decisions 
EXWWRVWDUWWRWDONDERXWLWLQDSROLWLFDOZD\LVDQDWKHPDWRPH´ 
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Mark:  ³%\  \RX ZHUH PDUULHG DQG WKHQ VKRUtly 
afterwards you had your first son?  Was it a struggle to be 
DQDUWLVW"´ 
 
Caro: ³,ZDVYHU\ IRUWXQDWHP\ZLIHWRRND ORWRI WKH µEULQJLQJXS
ZRUN¶DQGWKHQDWWKHVDPHWLPHVKHZDVWUHPHQGRXVO\KHOSIXOZLWK
me and my work ± we would talk about the art I make, talk about 
where we were going and she would give me ideas.  Oh there are 
many sculptures she influenced.  I could show you one sculpture 
DIWHUDQRWKHUVKHKDVKDGDQLQSXWRQ,DPYHU\OXFN\WKDWZD\´ 
 
Mark:  ³$UWLVW¶VYDry in that way, some don¶WZDQWDQ\NLQG
of outside help, but have you always found it useful to have 
WKDW"´ 
 
Caro:  ³$EVROXWHO\DQG,GRQ¶WOLNHWKHLGHDRIEHLQJVKXW-up in your 
µLQVSLUDWLRQ ER[¶ ± EHFDXVH , WKLQN WKRVH LQVSLUDWLRQ ER[HV GRQ¶W
DOZD\VZRUNRUGRQ¶WZRUNDWDOO IRUVRPHSHRSOH  I love to have 
ping-pong and throw ideas out, watch them come back and work 
with people.  It is like T.S. Eliot used to ask Ezra Pound ± µWhat do 
you think?¶  And I have always felt ± What do you think?´ 
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3.3 What I bring to this PhD Research Project that 
enables an Impartial Enquiry  
 
During the last twenty years I have worked as both a professional sculptor 
and an analytical psychotherapist.  What I mean by this is that I have 
studied and trained both in psychoanalytical techniques (Freud and the 
post-Freudians)113 and analytical psychology (Jung and the post-
Jungians)114 and, as stated, have studied and had supervision of case 
work with the forensic psychotherapist, Dr. Murray Cox, at Broadmoor 
psychiatric prison.  I am basically a Jungian therapist who has been 
strongly influenced by the work I encountered with Cox, particularly the 
use of µpoetic induction¶ in clinical practice.  I have pursued my individual 
interest and preoccupations around existentialism, phenomenology, 
poetry, philosophy and literature as part of my clinical and artistic 
approach.  Artistically, I began my degree in sculpture at Central St. 
Martins and then took up studying in France with the French Sculptor, 
Jean Touret, who made altar pieces for Notre Dame. I worked with Jean, 
when I could, over a period of 15 years travelling backwards and forwards 
to the Loire.  $OORIWKHDERYHKDVLQIOXHQFHGWKHµJODVVHV¶WKDW,KDYHEHHQ
given and my perceptions of life.  It has been my good fortune to have 
realized that it is the conversations that I have been having over the last 
25 years with various teachers, mentors, supervisors that have enabled 
the ideas to gather form and structure in this PhD.  These two fields of 
work and creativity, art and psychotherapy, have given me an advantage 
as far as the development of the µmethodology of the conversation¶ is 
3. The Methodology of The Conversation 
 
 
 
98 
concerned, because it has enabled me to think into the received thoughts 
about psychoanalysis, art therapy and its perception and influence on art 
practice with an eye that can also appreciate and understand the 
enormous benefits the world has received from psychoanalysis and 
analytical psychology.  At the same time, µEHLQJ¶ DQDUWLVWP\VHOI I am 
also able to discern where it µfails¶ to understand artistic processes.  The 
aim of my approach in this PhD research is to anchor the enquiry back 
within studio practice and to investigate the PhD question as it engages 
with the similarities and differences held by the methodology of The 
Aeolian Mode.  As stated earlier in this thesis, this body of research does 
not aim to create false divisions within creative processes between 
SV\FKRDQDO\VLVDQGDUWEXWORRNVPRUHWRGLVFHUQµXVHIXO¶GLIIHUHQFHVDQG
search for similarities. if any can be shown to exist.  
 
3.4. A Qualitative Interview Methodology 
 
The methodology of interviewing in this thesis is akin to qualitative 
interview methodology because it centres around a conversation and is a 
journey of discovery in learning about practice and teaching.  The way we 
interview is, of course, coloured by what we know and I have attempted 
to rHPRYHP\VHOIDVPXFKDVSRVVLEOHIURPWKLVSRVVLEOH µREVWUXFWLRQ¶E\
formulating a series of open questions to reduce the risk of a guided 
HQTXLU\ZLWKVWUXFWXUHGµ\HV¶DQGµQR¶DQVZHUV  I declared at the outset 
that I am both an artist and a psychotherapist so there is some element 
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of transference193 that will immediately exist, which cannot be avoided if 
openness is to be adhered to; by that I mean there is bound to be some 
projections onto me, if the person has certain views around 
psychoanalysis or psychotherapy, both positively or negatively.  Questions 
DURXQGDUWSUDFWLFHZHUHLPSOHPHQWHGDVDµWRRO¶WRDOORZWKHLQWHUYLHZHH
WR µVWHS RII¶ LQWR WKHLU RZQ SHUVRQDO VWXGLR H[SHULHQFH  7R TXRWH Dr. 
+HUEHUW 5XELQ LQ KLV ERRN µ4XDOLWDWLYH 5HVHDUFK DQG 7KH $UW RI Hearing 
'DWD¶ 
 
³Learning about the world through qualitative interview has 
extended our intellectual and emotional reach, and by turns 
roused and satisfied intellectual curiosity.  Qualitative interviews 
KDYH RSHUDWHG OLNH µQLJKW YLVLRQ JRJJOHV¶ SHUPLWWLQJ XV WR VHH
what is not normally on view and examine that which is often 
looked at but seldom seen´194 
 
The method that he develops is what he calls  
³µ5HVSRQVLYH LQWHUYLHZLQJ¶ ± choosing interviewees that are 
knowledgeable about the research problem, listening carefully 
to what they tell you and sometimes asking additional questions 
with an aim to fully understand their studio practice or teaching 
experience.´195 
 
In thinking about how the questions should be transcribed and edited, I 
felt that there was a good argument for not editing the artists¶ interviews.  
My thinking is influenced by the writer Mario Vargos Llosa, who wrote a 
ERRNFDOOHG µ7KH)HDVWRI WKH*RDW¶DERXW WKH'RPLQLFDQ5HSXEOLFXQGHU
the sadistic dictatorship of General Trujillo.  In this novel he explores a 
dictatorship; the goat represents the tyrannical father, the lamb, the 
                                                             
193 C. Rycroft, A Critical Dictionary of Psychoanalysis (Penguin Books Ltd, 1968), 7. 
194 Dr. H. Rubin, Qualitative Research and The Art of Hearing Data (Sage publications, 
2005), vii. 
195  Ibid., vii.  
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abused daughter, the country.196 In reality, after the death of the dictator, 
General Trujillo, Vargas Llosa went to interview the women that had been 
abused during 7UXMLOOR¶V dictatorship in South America.  This is true, he 
actually went out and did this.  Llosa found that the women became 
µHOHFWLYH¶PXWHVZKHQDVNHGDERXW WKHLUH[SHULHQFHVRIDEXVHXQGHU WKH
dictator¶s rule; members of his army had raped them.  The theory, Llosa 
SRVWXODWHG WR WKHZRPDQ¶V FKRLFH RI EHFRPLQJHOHFWLYHPXWHV LV UHDOO\
plausible when looked at from a psychoanalytical perspective; it is, if you 
µVSHDN¶ WKHQ \RX FDQQRW SRVWSRQH WKH SV\FKLF UHDOLW\ RI µNQRZLQJ¶ ZKDW
has been done to you.  That is, if I do not say, I do not have to know and, 
of course, as we have all most probably experienced at some time, so 
often we do not know what we think until we speak.  Therefore, my 
argument for not editing the interviews is that if I stop a person who is in 
WKHµIORZ¶RIFRQYHUVDWLRQWRJHWWRWKHHVVHQFHRIKLVKHUSRLQWRUHGLWIRU
my own purposes, I would argue you are in danger of limiting the 
LQYHVWLJDWLRQ LQWRDUHDVRI µQRWNQRZLQJ¶ WKDWWKHSHUVRQ LV WU\LQJWR ILQG
out about.  Through adopting this style of interviewing I will not be over-
influencing the material; therefore, with the free flow of thought and 
word, you often get to what you did not know you knew or thought in 
conversation.  Llosa is stating very clearly that if we speak we begin to 
know our reality; in the same way, I feel that by giving the artists license 
to say what they want to say, unedited, you get a good and truthful 
picture of artistic experience.  However, I would like to say at this stage, 
even though there is an analysis of all the interviews, I would encourage 
those reading this research project to read µHYHU\WKLQJ¶ WKDW WKH DUWLVWV
                                                             
196 Mario Varga Llosa, The Feast of the Goat, (Picador USA, 2002). 
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have said to get a full picture of the artists internal life and their 
interesting insights into art practice.   
 
Selection and Recruitment 
At the outset of this enquiry the analysis of two groups of interviewees 
was thought to be sufficient.  The first groups chosen were first year art 
college students and established artists.  My initial ideas were to formulate 
workshops for students.  The criteria for participants at the initial stages 
of formulating this methodology stipulated that students who were first 
HQFRXQWHULQJ µREVWUXFWLRQ¶ LQ WKHLU DUW SUDFWLFH ZRXOG EH D JRRG
counterbalance to long-term established artists who were used to 
HQFRXQWHULQJ µREVWDFOHV¶ LQ VWXGLR SUDFWLFH  Using my psychoanalytical 
understandings, I devised a series oILQWHUYLHZVDQGZRUNVKRSVRQµSRLHVLV
and oEVWUXFWLRQ¶VWDWLQJWKDWWKHDLPVRIWKHVHLQWHUYLHZVDQGZRUNVKRSV
at student level were two-fold; to investigate more fully the relationship of 
obstruction and poiesis through interview and to see if a didactic 
psychoanalytical/analytical approach would help the student both 
understand and work through obstructions in art practice.  It is important 
to clarify how we are seeing the concept of obstacles; therefore, 
obstruction/block being seen as both a practical problem of an artist¶V
medium, an emotional problem related to the self and a dialectical 
obstruction, say, with supervisors or teachers, together, of course, with 
the student¶s relationship to the art community at large.  It was stated to 
students that there was no penalty for not taking part in the research 
project and that those wishing to attend should be self-selective.  
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Incentives at this stage were spoken about in terms of weaving this 
enquiry into their degree portfolios.  I planned to run these workshops 
over a three-month period, beginning with a short talk about the 
WKHRUHWLFDORULHQWDWLRQRIP\UHVHDUFKLGHDVRQWKHVXEMHFWRIµ2EVWUXFWLRQ
DQG 3RLHVLV¶  Thinking about what would be psychologically useful to 
students starting out on degrees, I suggested the reading of Neville 
S\PLQJWRQ¶V ERRN RQ µ1DUFLVVLVP¶ 197  as this book addresses emotional 
obstacles and developmental problems.  This would have been a useful 
WRRO RI µLQVLJKW¶ LQWR HPRWLRQDO GLIILFXOWLHV LQ VWXGHQW OLIH  After initial 
interviews with the students as to what they thought their obstructions 
were, if any, I then intended to proceed to a series of workshops 
µidentifying obstruction¶, µapproaching obstruction¶, µthe unconscious and 
obstruction¶, µthe alchemist¶s approach to obstruction¶ and µa changed 
relationship to obstruction¶.  My supervisor would oversee these 
workshops and, at the end of the three months, I would then interview 
students again to assess the experience and the understandings found 
within the process of the workshops.  After obtaining ethical clearance in 
early 2010, this workshop was advertised around the University of the 
Arts.  Interestingly enough, not one student responded to this posting.  
This result raised a number of questions, including the issue of location; I 
am working out of Wimbledon Research House and it is quite far out for 
students to make the effort to come.  I also asked myself whether 
students in their first year of Art College might be worried about a 
psychoanalytical approach, exposure or fear of personal vulnerabilities in 
a college setting.  Thirdly, are they not interested because it is not 
                                                             
197 Neville Symington, Narcissism a new theory, (Karnac Books, 1993). 
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relevant to where they are today?  Fourthly, as Steven Furlonger, who has 
had 25 years teaching experience at Central St. Martins, VD\V³VWXdents 
DUHIXOORIQHZLGHDV´VR there was a possibility that obstructions and the 
call to the new is not what they are preoccupied by.198 
 
After this disappointing but illuminating result, my supervisors suggested 
that I moved the enquiry to MA level, as it was felt there may be more 
understanding of psychoanalytical approaches with MA students.  It was 
decided at this stage that I should resubmit for an ethical clearance, which 
would hold to µLQWHUYLHZVRQO\¶DQGGLVEDQGWKHLGHDRIZRUNVKRSVUHDding 
groups, etc.  Together with my Director of Studies we proposed posting a 
notice to the second year students to invite them to a small discussion 
group, informally based around the ideas of µworking through obstruction 
in art practice¶.  We would show some film clips, engage in discussion, 
drink coffee etc.  The purpose of the workshop was to find second year 
fine art students who would be interested in taking part in more focused 
group discussions in the summer term, on the topic of obstruction and 
creative action.  The one MA student who turned up to this was, indeed, 
very interested in finding out more about psychoanalysis and obstruction.  
In July 2010, after obtaining the amended ethical clearance to undertake 
interviews only, my Director of Studies gave a lunchtime talk at WCA on 
µ3V\FKRDQDO\WLFDO 3HUVSHFWLYHV LQ 5HVHDUFK¶ 199 , looking at his work on 
psychoanalysis and arts-based research, which was appearing in a 
forthcoming publication.  In this setting there was an opportunity for me 
                                                             
198 Steven Furlonger.  Interview by author, London, UK, January 27, 2010.  
199 µ8QGHUVWDQGLQJDQG1HJRWLDWLQJ2EVWUXFWLRQLQ)LQH$UW3UDFWLFH¶:LPEOHGRQ&ROOHJHRI
Art, London, March 11, 2010.  
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to talk about my PhD research from a psychoanalytical and Aeolian 
perspective dealing with obstruction in fine art practice, involving 
interviews with artists and art students.  Four MA students turned up from 
UOAL, three of whom were prepared to be interviewed.  At this stage of 
analysis, it was felt by both my supervisors that it would be informative if 
we also expanded the research to include teachers in art colleges; 
moreover, this would throw greater insight into obstructions within art 
colleges and ask the questions from the other side of the fence, for 
example, how teachers dealt with obstructions with their students  I e-
mailed six teachers all teaching within the University of the Arts London, 
all of whom were open to being interviewed. The response from 
established artists was also very positive, with only one or two artists 
declining to be interviewed without stipulating any reason.  
 
I then formulated three sets of questions (Appendix F) which would throw 
OLJKW RQ WKH DUWLVW¶V H[SHULHQce of obstructions and poiesis in studio 
practice; these questions were tailored slightly to acknowledge the 
individual experiences of students, established artists and tutors in art 
colleges.  
 
In accordance with the regulations of the University of Surrey Ethical 
Guidance, prior to being interviewed the students signed a consent form 
and were also given an information sheet, which clarified the aims and 
objectives of this research project. (Appendix G). 
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In summary, the interview between Caro and LawVRQ VKRZV &DUR¶V
SDUWLFXODU µWHQHWVRIDSSURDFK¶ LQVWXGLRSUDFWLFHDQGPLUURUVVRPHRIWKH
guiding principles of this thesis.  In the first extract from the interview, 
&DURFRQILUPVKLVUHODWLRQVKLSWRWKHREMHFWDVDGLDORJXHZLWK
WKHRWKHU¶
and the necHVVLW\ LQ KLV FUHDWLYH SURFHVV RI WKLV µGLDORJXH¶ EHWZHHQ WKH
DUWLVW DQG KLV REMHFW DQG WKH DUWLVW DGKHUHQFH WR µLGHDV DURXQG QRW
NQRZLQJ¶DVLQWULQVLFWRWKHFUHDWLYHSURFHVV; that is, he has no idea about 
the destination of the object.  Caro also confirms his resistance to the 
µRXWHU LQWHUSUHWDWLRQV¶ FRPLQJ IURP WKH DUW ZRUOG LWVHOI DURXQG KLV DUW
refusing to adhere to the political interpretations around his art.   
 
From the interviews with Caro/Lawson, the e[DPSOHRIWKHµFDOO¶WRSRLHVLV
in the conversation held between Shelley/Byron and the subsequent 
GHYHORSPHQW RI WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ WKURXJK WKH
discussion with my supervisor, we can see how the validity of this 
methodology came into being and how it can be an efficacious way to 
EULQJIRUWKDµQHZ¶ERG\RIUHVHDUFK together with its intrinsic value in the 
creative process.    
 
I think Kearney, signifies a different moment in our creative 
understanding that appears to manifest in our relationship to µthe Other¶ 
and can be accessed WKURXJK WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶
Kearney shows us how the imagination can keep developing and the 
intrinsic importance of µthe Other¶ in the creative process.  
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From the outset, there were clear differences of approach to the 
interviews between the groups of interviewees.  An overview of this is that 
the students tended to be the most tentative and very much aware of 
college life when thinking about being interviewed, whilst the teachers 
were focused and articulate when thinking about undertaking the 
interviews and the established artists had an overall tendency to begin to 
SUHVHQW WKHLU VWXGLR SUDFWLFH WKURXJK DQ µLQGLYLGXDWHG¶ QDUUDWLYH DQG
journey.  The only obstacle encountered was most clearly seen at student 
level with a lack of students wanting to undergo being interviewed.  There 
was no hindrance at a tutor level of enquiry; in fact the opposite as there 
was an engaged, informative response.  With established artists, again 
there was an eighty per cent acceptance, with one artist declining and 
another not bothering to reply to the invitation.  The following analysis of 
the conversations held with artists will uncover the different levels of 
engagement and encounter with obstructions in the service of poiesis at 
all levels of creative endeavour in artistic life.   
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Chapter 4: Self-analysis 
 
I will analyze how my obstruction to paint was not dissolved by traditional 
psychoanalytic processes, comparing my own approach/methodology to 
WKDW RI 0DULRQ 0LOQHU¶V PHWKRGRORJ\, as a psychoanalyst, WR µQRW EHLQJ
DEOHWRSDLQW¶In her self-analysis, Milner sought to answer the difficulties 
and obstacles she was encountering in areas of moral education and 
teaching; whereas, I am exploring whether WKHµWHQHWVRIDSSURDFK¶XVHG
LQ&R[¶VPHWKRGRORJ\DW%URDGPRRUDUHµXVHIXO¶RUµVLPLODU¶WRDSSURDFKHV
found in art practice.  In this self-analysis, I am exploring this basic 
enquiry along with my own developing methodology in philosophy and art 
practice.  I will examine how I developed my own self-analysis and what I 
VHW LQ SODFH WKH µWHQHWV RI DSSURDFK¶ DQG WKH SDUDPHWHUV RI UHVHDUFK
undertaken.  8VLQJ D GHYHORSPHQWDO JUDSK RI µWUDQVLWLRQ¶ developed by 
Hopson (Appendix A), I will set out to µREVHUYH¶HPRWLRQDOSURFHVVHVDQG
obstacles in my approach to dissolving my obstacle.  I will also give 
examples of how the use of my personal dream analysis was an 'enabling¶ 
tool in trying to unblock my obstacle to paint.  I will examine the main 
turning point in my approach to obstruction; this will involve an analysis 
of the key artist¶V, John Virtue, influence on my methodology and how his 
insights into his own creative processes fuelled a different approach to my 
approach to my own obstruction.  There were two stages of obstructions 
that had to be encountered in the dissolution of my inability to paint; one 
was to painting itself and the other to abstraction.  
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4.1. The Obstruction to Painting 
 
My artistic education from a young age was restricted by received 
HGXFDWLRQDO IRUPDWVDURXQG µOLWHUDOLVP¶DQG µUHSUHVHQWDWLRQDODUW¶  At the 
outset, I had excelled in both painting and sculpture; however, with the 
approach of my then art teacher, my expansion into painting became 
blocked.  Art practice was more about what the art teacher perceived was 
µDFFHSWDEOHDUW¶RSSRVHGWRµQXUWXULQJLQQDWHFDSDELOLWLHVZKLFKZHUHQRQ-
FRQIRUPLVW¶(YHQWKRXJK,ZDVwell aware of this, at that time I could not 
find a way out of my problem, so I took the road of least resistance, and, 
as I found the medium of plaster and clay so accessible, I put painting to 
the back of my mind and progressed in sculpture.  When I was in my late 
twenties, I entered analysis, three times a week and, over the course of a 
lengthy analysis, I got to the source of my artistic block; furthermore, 
with what I felt was good analytical insight, you could say, I knew my 
problem.  However, tKLVµLQVLJKW¶GLGQRWUHOHDVHPHIURPP\REVWUXFWLRQ
to paint.  I spent a lot of time talking about what had created the block 
but no time in thinking about what I could do to release it.  Feelings 
DURXQGDW WKDW WLPHZHUHRI µIXWLOLW\¶; what I admired in art had already 
been painted, so why paint?  I was also FRQVFLRXVWKLVZDVP\RZQµVHOI-
GHFHSWLRQ¶DJDLQVWP\GHVLUHWRSDLQW, confronting an entrenched practical 
and emotional block but still nothing moved.  Paradoxically, all through 
the process of analysis my sculptural studio work creatively grew and my 
practice developed; therefore, despite the continued block to painting, I 
was progressing within a framework of what I was already capable of, but 
unable to go beyond what I already knew.  Towards the end of my 
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analysis, I came across the work of Dr Cox; it was this meeting with Cox 
that made me re-assess my approach to my obstruction.  ,Q&R[¶VVWXG\
group and in supervision/conversation, Cox and I spoke of the similarity in 
approach in his clinical practice to what I perceived artists doing on a daily 
EDVLV LQ WKHLU VWXGLR SUDFWLFH  &R[¶V IHHOLQJV ZHUH WKDW WKHUH ZDV D
creative similarity in that artists are forever seeking poiesis, which LV µWR
FDOOLQWRH[LVWHQFHWKDWZKLFKZDVQRWWKHUHEHIRUH¶,Q&R[¶V own clinical 
SUDFWLFH KH YHU\ PXFK QHHGHG WKLV µWHQHW RI DSSURDFK¶ EHFDXVH TXLWH
RIWHQ ZKHQ GHDOLQJ ZLWK YHU\ PHQWDOO\ LOO SDWLHQWV ZKR FRXOG µJR QR
IXUWKHU¶WKHRQO\WKLQJOHIWµWRGR¶ZDVWRµFDOO¶LQWRH[LVWHQFHVRPHWKLQJLQ
WKHLUµXQGHUVWDQGLQJ¶WKat had not been there before.  Linking it to my own 
personal obstruction and thoughts around poiesis I, too, began to think as 
IDUDVP\RZQ µQRWEHLQJDEOH WRSDLQW¶ZDVFRQFHUQHG WKDW ,QHHGHGWR
find a new approach to my problem and I needed to be able to stay in the 
JURXQGZRUNRIµQRWNQRZLQJ¶VRWRVSHDNWRJREH\RQGZKDW,NQHZ 
 
, GHFLGHG WR ORRNDW µZKDW DUWLVWV GR¶ LQ SUDFWLFHZLWKREVWUXFWLRQV LQ DUW
SUDFWLFH:KLOVWUHDGLQJ.HDUQH\DQG&R[¶VZRUNtheoretically I began to 
think outside my own parameters of psychoanalytic thought and 
processes.  Ideas around poiesis germinated within me for about five 
\HDUVDIWHU&R[¶VGHDWK; at the time of his death he had been encouraging 
me to take the idea of researching the concept of poiesis into another 
educational setting, purely academic, which did not appeal to me.  It was 
not until I encountered the work of John Virtue, the painter, that I felt 
there may be another route to take and that there was a possibility I 
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could undertake a body of research which would be beneficial in other 
disciplines or academic settings.  My concern about a purely academic 
theoretical approach was that I wanted the research I undertook to have 
VRPHµXVH¶DWDSUDFWLFDOOHYHO.  As far as I was concerned, the fruition of 
&R[¶VZRUNKDG WDNHQVRPH\HDUV WRHPHUJHDQG LW VHHPHG WKDWKLV
wealth of experience and understanding created a µnecessity¶ that this 
research was put to good use.  In studio practice, John Virtue became the 
major influence in making me think a different approach could also be 
taken with my own obstruction to paint and would warrant proposing a 
practice-based PhD as a valid and interesting avenue of research into the 
encounter of poiesis and obstruction in everyday studio practice.  
 
At the outset of this body of research, when thinking about the practice 
side of the PhD, I decided to look at different approaches; one 
psychoanalytical, which would be beyond my own personal experience 
and, therefore, make the research more objective and the other, John 
9LUWXH¶V DSSURDFK LQ VWXGLR SUDFWLFH, which would help orientate this 
research into studio practice.  I would also, for my own personal 
methodology, EULQJLQWRSOD\.HDUQH\¶VLGHDVDURXQGWKHQHFHVVLW\RIµWKH
2WKHU¶ IRU UDGLFDO SRVVLELOLW\ WR RFFXU; that is, I was looking for a new 
encounter, a new conversation and that whatever I sort out from other 
SHRSOHV µWHQHWVRIDSSURDFK¶ ,ZRXOGKDYH WRFKDOOHQJHDJDLQVWP\RZQ
QHHGVDQGLQWHJULW\VRWKDW,ZRXOGQRWMXVWEHVXSHULPSRVLQJDµZD\¶RQ
top of an entrenched difficulty.  In that sense, I felt I would be holding to 
my own path of individuation.  First of all, I investigated the work of the 
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late Marion Milner, a well-known psychoanalyst, who had written the book 
µOn not being able to Paint¶, which had become a fairly well-received book 
on creativity in psychoanalytic circles.200  
4.2. Marion Milner 
 
0DULRQ0LOQHU¶VUHVHDUFKLVEDVHGRQWKHWHFKQLFDODQGHPRWLRQDOO\LQDELOLW\
RI µQRW EHLQJ DEOH WR SDLQW¶ IRU WKH µSunday SDLQWHU¶ 0LOQHU JLYHV JRRG
insight into a psychoanalyst¶VDSSURDFKWRµQRWEHLQJDEOHWRSDLQW¶ZKLFK
KDV RYHUWRQHV RI µDUW WKHUDS\¶ EXW LV DOVR YHU\ PXFK HQJDJHG ZLWK WKH
difficulty in not being able to paint technically.  The similarity of her 
research to my own, is that Milner was interested in this area in 
correlation to the difficulties she had found in education; by that, I mean 
she was using her self-DQDO\VLVLQWRµQRWEHLQJDEOHWRSDLQW¶WRVHHLIVKH
FRXOG H[SDQG KHU VFLHQWLILF UHVHDUFK KHU PLVJLYLQJV RQ WKH µPRUDO
educaWLRQ¶ VKH IRXQG LQ VFKRROV DQG WKH ODFN RI VH[ HGXFDWLRQ  I am 
examining my own difficulties in this self-analysis to see if there are 
FRPPRQDOLWLHVRIDSSURDFKWR&R[¶VPHWKRGRORJ\LQDUWSUDFWLFHDQG, if the 
insights in philosophy, .HDUQH\¶V LGHD RQ UadLFDO SRVVLELOLW\ DQG 9LUWXH¶s 
tenets of approach to calling new work, will be efficacious for me, which in 
turn might be of use to those interested in creative processes.   
 
First of all, this is Milner¶V aim at the outset of her research: - 
 
³I needed a new set of ideas in thinking about these 
controversial questions.  Although I felt there was a good 
likelihood that such matters were all connected with the 
                                                             
200  Marion Milner, On not being able to paint (International Universities Press, Inc., 1973). 
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problem of psychic activity, whatever that might mean, I had 
not known at all how to take the first steps for studying them or 
even how to frame the pertinent questions.  It was only 
gradually that a persisting idea had emerged that somehow the 
problem might be approached through studying, one specific 
area in which I myself had failed to learn something that I had 
wanted to learn.  If only it were possible to find out how to set 
about learning to paint it should also be possible to find out the 
basic ideas need for approaching the general educational 
problem.´201 
 
Milner followed a simple analytical thought ± that the unconscious works 
through the hand and if you give up conscious control of what you want 
and let the hand and the eye do exactly what pleased them without any 
conscious working to a preconceived intention ± WKDWLVµIUHHGUDZLQJ¶\RX
will free up creative ability, overcome obstacles and liberate yourself from 
the conscious µcommon sense mind¶ that can be restrictive.  This in turn 
HQDEOHVWKHµSXQGD\DUWLVW¶WRRYHUFRPHREVWDFOHVZKLFKKDYHEHHQVHWXS
E\WKHµFRQVFLRXVFRPPRQ VHQVHPLQG¶DQGµIUHH-XS¶FUHDWLYLW\ 
 
Through the course of her self-analysis, she explores and comes up 
against many emotional and insightful encounters. 
 
Her tenets of approach are: - 
 
 She dispenses with learning about technique, whilst 
examining LWVSULQFLSOHVWRµIUHH¶KHUXS 
 6KHDQDO\VHVµLQWHQWLRQ¶DQGµH[SUHVVLRQ¶; that is, she intends 
to draw something beautiful and finds herself drawing a 
violent volcano for example. 
                                                             
201 Marion Milner, On not being able to Paint (International Universities Press Inc., 1957), 
xvii. 
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 6KH DQDO\VHV D GLIIHUHQFHFRQIOLFW EHWZHHQ WKH µFRPPRQ
VHQVHPLQG¶DQG WKH µPLQGRI WKH LPDJLQDWLRQ¶DQGVHHNVWR 
be able to DFFHVVWKHµPLQGRIWKHLPDJLQDWLRQ.¶ 
 She continues, through her self-analysis, to find meaning and 
insight and analytical understandings of her findings through 
self-observation and self-expression.  
 She examines early psychological developmental states and 
their relationships to the artist¶V H[SHULHQFH RI µWKH RWKHU¶; 
that is the primary maternal relationship affecting the way 
the artists encounter the art object.  
 She progresses to examine many different emotional, 
psychological encounters and the application of these 
XQGHUVWDQGLQJVWRKHUVWUXJJOHVZLWKµQRWEHLQJDEOHWRSDLQW¶  
Developmental psychological states such as separateness, 
delusion and hating, the necessity of illusion, emptiness, 
reciprocity and ordered freedom, refusal of reciprocity in the 
creative process and then the rhythm and the freedom of 
drawings, the concentration of the body in artistic practice.  
 
I will give a lengthy example of how she is thinking around her problem 
with painting, so that a good portrait of how she works can be seen.  I will 
then FRQWUDVW LW ZLWK -RKQ 9LUWXH¶V DSSURDFK to painting and end by 
describing my own methodology to obstruction to paint.  This is Milner: 
 
³At first I thought that such an unwillingness to face the visual 
facts of space and distance [Milner is wanting to draw a garden] 
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must be a cowardly attitude, a retreat from the responsibilities 
of being a separate person.  But it did not feel entirely like a 
retreat, it felt more like a search, a going backwards perhaps, 
but a going back to look for something, something which could 
have real value for adult life if it could be uncovered.  It almost 
seemed like a way of looking at the world which the current,  
µUHDVRQDEOH¶FRPPRQVHQVH way had perhaps repudiated, but a 
way which might have potentialities of its own at the 
appropriate time and place, a kind of uncommon sense that one 
QHHGHG6RPHZKHUHLQWKHERRNVVKHZDVORRNLQJDW µ$Step 
Ladder to 3DLQWLQJ¶by Jan Gordon) it was stated that painting is 
concerned with the feeling conveyed by space.  This was 
surprising at first, up to now I have taken space for granted and 
never reflected upon what it might mean in terms of feelings.  
But as soon as I begin to think about it, it was clear that very 
intense feelings might be stirred.  If one saw it as the primary 
reality (mother-baby relationship) to be manipulated for the 
satisfaction of all one¶s basic needs, beginning with the 
EDE\KRRGSUREOHPRIUHDFKLQJIRURQH¶VPRWKHUVDUPVOHDGing 
though all the separation from what one loves that the business 
of living brings then it should not be a surprise that it should be 
the main preoccupation of the painter. When I begin to feel 
about it as well as think about it then even the whole sensory 
foundation of the common sense world seemed to be 
threatened.  For instance, I remember a kind of half-waking 
spatial nightmare of being surrounded by infinitude of space 
rushing away in every direction forever and ever. In a similar 
ZD\WKHWHUPµvanishing poinW¶DURXQGDUHDVRIGHVRODWLRQ So it 
became clear that if painting is concerned with the feelings 
conveyed by space then it must also be to do with ideas of 
distance and separation and having and losing.  What I did not 
yet see was that the free drawings which had been set aside 
were all the time silently showing what the feeling about these 
ideas could be.´202 
 
The implication here is, of course, WKHµHPRWLRQDOFDSDFLW\¶RIWKHDUWLVWLV
always being challenged and the subsequent analysis and understanding 
RIZKDW LVHPRWLRQDOO\FKDOOHQJLQJ WKHQDIIHFWV0LOQHU¶V FDSDFLW\ WRZRUN
through her difficulties in painting.  7KLV LGHDKROGVWR*ORYHU¶V LGea that 
WKHDUWREMHFW LVGLUHFWO\UHODWHGWRWKHDUWLVW¶VHPRWLRQDOGHYHORSPHQWRU
GLIILFXOW\0LOQHUFRXSOHGWKLVZLWKDGHHSDQDO\VLVRI µIUHHGUDZLQJ¶DQG, 
again, her analysis of her emotional attitude to her difficulties.  Relating 
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this to her research is also the analysis of creative processes and their 
KDQGOLQJRIµFKDRWLF¶IRUFHV 
 
³The first and most obvious thing about the free drawings was 
that they were not according to plan.  The idea of the limitations 
of planning, of consciously willed effort towards a foreseen end, 
was not of course a new idea to me intellectually.  But it was 
quite another matter to try to act upon the idea and then find 
oneself up against the full strength of ones inability to believe in 
any non-planned, no willed order, as I was nearly every time I 
set out to do a free drawing.  So I often found it necessary to 
mobilize every bit of will power I could find in order to stop 
trying to use will power to dictate the result.  But when I did 
succeed in this I had the fact staring me in the face that the 
free drawings were so much more ordered wholes than those I 
had made with conscious effort to produce wholes. First 
amongst the things to be noticed here was the fact that the 
mood or state of concentration in which the most expressive 
drawings appeared had a special quality.  It was a mood, which 
could be described as one of reciprocity, for although it was 
certainly a dreamy state of mind it was not a dreaminess that 
shuts itself off from the outside world or shuts out action.  It 
was more a dreaminess that was the result of restraining 
conscious intention or rather, a quick willingness to have it and 
then forgo it.  Quite often there was some conscious intention of 
what to draw, at the beginning but the point was that one had 
to be willing to give up this first ideas soon as the lines drawn 
suggested something else.´203 
 
Her analysis takes in many areas of human understanding, contemplating 
ideas around love (though for Milner love is equated with idealization) and 
the capacity to paint, the jealousies aroused by the primal scene204 and 
being outside the parental intercourse is related to our difficulties with 
jealousy and envy and allowing the creative processes to exist at all.  
Ideas around the interplay of subject and object are explored along with 
the idea that she is bringing forth something that she has not known 
before.  
                                                             
203 Ibid., 72. 
204 See glossary. 
4. Self-analysis 
 
 
 
116 
 
In her summary, she brings together what she has discovered in the 
process of her journey, that is, the actual journey of writing her book, 
along with the DFWLYLW\RIFUHDWLQJµIUHHGUDZLQJV¶, which showed her quite 
simply that she had to surrender the idea tKDW µQHZ¶ WKLQJVDUH FUHDWHG
from above, rather than by a free interplay of differences with equal rights 
to be different.205 
 
Her work is very interesting and analytical; it has overtones of art therapy 
in that she interprets her drawings psychologically but she touches on 
many shared experiences that are expressed in John Virtue¶s work.  The 
fundamental difference exposed in the journey that is recounted by Virtue 
is that he does not consciously engage with the meaning of the 
psychological journey, even though he is aware that painting expresses 
µall that is psychological in him.¶  Virtue shares some of the preoccupations 
that are expressed by Milner, yet circles many of the central 
concepts/preoccupations of the creative process.  For example, aesthetic 
conflict, tension, µholding ones nerve¶ are similar approaches; although 
Virtue¶s attitude to love is that it is a central µnecessary¶ emotion, whereas 
for Milner, it is a process of µidealization¶ that has to be worked through.  
 
 
 
 
                                                             
205 Ibid., 146. 
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4.3 John Virtue  
 
Turning now to John Virtue¶s tenets of approach to obstruction, Virtue 
confronts the questions that engages poiesis, obstruction and the 
perennial question for artists of how do we go beyond what has come 
before?  In developing my own methodology, I found Virtue¶s approach 
enormously informative and helpful in aiding a different thought process 
to occur in my understanding of art practice. 
 
This is Andrew Graham Dixon talking about the way Virtue calls new work, 
when Virtue begins to question himself:  
 
³To copy gives me no meaning and would be futile.  Emulation 
could be remotely possible, the danger of imitation, pastiche 
clear.  +H HQWHUV ZKDW WKH SRHWV DQG P\VWLFV FDOO µWKH YLD
QHJDWLYD¶ WKDW LV, he destroys all that has been before in his 
ZRUNDQGJRHVE\WKHZD\RIµQRWNQRZLQJ¶WRHQWHUDFUHDWLYH
struggle. 
 
In 1971, John Virtue hit his creative crisis ± the time in his 
studio life where he felt that he could go no further.  He was 
torn apart, between the idea to be a painter was his vocation in 
life and that whilst his art was indeed successful it no longer 
seemed meaningful to him.  He could not find a way, a subject 
or a method. Everything he did seemed to make his problem 
worse.   
 
The artist loses his way very often and then finds it again and 
paints pictures that he did not realize were within him.  He 
draws his work from the wreckage of the methods and routines, 
which the artist had previously adhered to. They are works that 
are painted in the knowledge that sometimes you have to 
unsettle yourself in order to remember who you are.  A 
Manichean conflict if fought out and each time resolved 
differently, but none of the resolutions final, so the fight is 
always renewed again.  
 
But the paintings fought against their creator and kept falling 
apart despite his best efforts.  Brave enough to recognize that 
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this was happening (perhaps welcoming the development), he 
decided to participate in the process rather than resist it.  The 
painting grids he had been working on for the past decade he 
ditched, he abandoned himself. He found himself on new 
territory, art as in life. 
 
He bought several large canvases and began to paint ± he 
rapidly began to alter the way he works, he gave away what he 
had spent a lifetime accumulating, stripped himself naked and 
walked into an unknown land.´206 
 
This is Virtue¶s own methodology, which he outlined in an interview at the 
National Gallery at the start of the London paintings.  207 
 
³I need to call new work. 
I am absolutely terrified. 
I have no methodology. 
Then what do you do? 
There is nowhere to go! 
,I\RXGRQ¶WKROG\RXUQHUYH\RXKDYHORVWLt! 
The typography changed the way that I worked. 
I drew and drew and then I could let go into paint without the 
drawing I would not have the freedom in the paint. 
I have been painting since 1971 in this medium of titanium white 
acrylic. 
I fell passionately in love. 
I bought canvases, made them, and worked on them. 
A terrible conflict is fought out. 
                                                             
206 John Virtue, ³$OHDSLQWKHGDUN´1HZ:RUNV(Arnolfini, Whitechapel Art Gallery, 
Douglas Hyde Gallery, 1995), 1-5. 
207 John Virtue London GLUHFWHGE\-DNH$XHUEDFK³/RQGRQ3DLQWLQJV´-DNH$XHUEDFK)LOPV
ltd, DVD, 2005). 
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Each painting is a call, nothing is resolved. 
Everything is achieved by hard-won persistence.´  
 
$VVHVVPHQWRI0LOQHUDQG9LUWXH¶VDSSURDFKHV 
There are commonaliWLHVLQ0LOQHU¶VDQG9LUWXH¶VDSSURDFKHV, in that both 
DUHFDOOLQJLQWRµWKHXQNQRZQ¶DQGERWKEULQJIRUWKZRUNWKDWWKH\did not 
know existed before and out of the unknown.  Milner adopts a 
psychoanalytical approach that seeks to understand motives, the 
uQFRQVFLRXVSURFHVVHVDQGDZD\ WRGLVDEOH WKH µMXGJLQJFULWLFDO VLGH¶ RI
human nature that prevents creative play.  9LUWXH¶VFRPPHQWWKDWSDLQWLQJ
µUHSUHVHQWVDOOWKDWLVSV\FKRORJLFDO¶ZLWKLQKLPEXWSV\FKRORJLFDOLQVLJKWLV
not a path of investigation that is wanted or bidden, is an obvious 
difference with Milner.  Virtue primarily stays at the level of praxis, whilst 
outlining the approach he adopts to his emotional and psychological 
system.  They both seem to share the idea that painting affects the 
nervous system and the nervous system affects our processes and 
abilities.  In WKHZD\WKDW0LOQHUWDONVDERXWWKHµDQ[LHW\¶DQGµIXWLOLW\¶DQG 
ZDQWLQJWRµJLYHXS¶, 9LUWXHWDONVDERXWµKROGLQJKLVQHUYH¶; however, both 
expound the importance of perseveranFHDQGµQRWJLYLQJXS¶DQGDOOXGHWR
DUHDV RI µQRW NQRZLQJ¶  Milner seeks to psychologically understand her 
µemotional blocks¶ and presumptions of thought and perception, accessing 
KHUFUHDWLYHDELOLW\WKURXJKµIUHH¶GUDZLQJWhile Virtue actively does; he 
walks out every day, he draws for months before he starts painting, he 
makes his canvases, destroys all that has been before, he begins again 
and he fights his paintings into existence.  However, Milner encourages 
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herself, analyses herself and VWXGLHV µKRZ WR¶ SDLQW; at the same time, 
Milner finishes a painting and a body of investigation and, at the end of 
her self-analysis, writes that the whole process has taught her something 
that works: 
 
³I had found a definition, which seemed to be at least a 
workable tool: that is, that psychic creativeness is the capacity 
for making a symbol.  Thus, creativeness in the arts is making a 
symbol for feeling; creativeness in science is making a symbol 
for knowing.´208  
 
 
Virtue gets to the end of a body of work and feels that nothing is 
completed, everything hard won and there has been no resolution.  
 
4.4. Self-Analysis 
 
Turning now to my own self-analysis, it was and is, clear to me that 
having been immersed in psychoanalytical and analytical psychological 
thought for over 30 years, I was not easily going to dispel an approach 
WKDWKDGFRPHWRLQIOXHQFHWKHµJODVVHV¶WKDW,KDGDGRSWHGLQOLIHOnce I 
KDGIDOOHQXSRQWKHZRUNRI+RSVRQDQGKLVFKDUWRIµWUDQVLWLRQ¶Appendix 
A), I decided that there was a way for me to be aware of the emotional 
obstacles that I would encounter on this journey, not identify with those 
anxieties, without, in turn, denying the reality of my intra-psychic life and 
its effect on my inability to paint.  Although in my analytical studies, I had 
HYHQWXDOO\ EHFRPH IDVFLQDWHG E\ &R[¶V PHWKRGRORJ\ RYHU, say, that of 
Freud, I still felt and feel that I have a strong affiliation for Jungian 
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thought, particularly Jungian dream analysis. 209   I have analyzed my 
dreams daily for the last 30 years.  In the analysis of my own dreams, I 
adopt both a Jungian approach and Aeolian approach to dream analysis; 
by that I mean I seek both the symbol and the metaphor/poetic language 
in the dream.  This process of dream analysis is now second nature to me 
and is so much part of my daily life and the way that I approach the world 
in general, that I knew it would be a useful tool to help me focus on how 
P\ µLQWHUQDO ZRUOG¶ ZDV UHDFWLQJ WR WKH GHPands of trying to paint.  
Priority was given WR VRPH RI WKH µWHQHWV of approach¶ in Virtue¶V
methodology.  For example, I was not going to identify with my neuroses 
EXW ORRN WR µKROGLQJ P\ QHUYH¶ DQG YLHZ P\ emotional difficulties in 
confronting my obstrucWLRQDVµWUDQVLWLRQDOVWDWHV¶ Therefore, in a sense, 
this was step one.  Given WKDW ,KDGEHHQJUHDWO\DIIHFWHGE\.HDUQH\¶V
idea that it was creatively necessary for µradical possibility¶ to occur and 
WKDWµWKH2WKHU¶KDGWREHRXWVLGHRQH¶VRZQLPDJLQDWLRQstep two was to 
stop the imagination becoming solipsistic.  A way of achieving this was to 
look for another conversation to take me into a field of enquiry, a field of 
images, that I did not know.  In addition, at the time I was also thinking 
DERXW&R[¶VLGHDRISRLHVLVLQWKDWLWZDVWRGRZLWKµFDOO¶DQGso I felt that 
whatever I chose to do, that this µDFWLRQ¶FUHDWHGDµFDOO¶.  I was also going 
to take from Jungian psychology WKH QHFHVVLW\ RI WKH µV\PERO¶ LQ WKH
creative act, whilst trying to develop a philosophical approach for myself, 
in that philosophy happens when you begin to hesitate how things add up.  
6R WR WKDW HQG , WKRXJKW D JUHDW GHDO DERXW 9LUWXH¶V DQG /HRQDUGR 'D
                                                             
209 See glossary.  
 
4. Self-analysis 
 
 
 
122 
Vinci¶V VWDWHPHQWVZKHUH Virtue said that ³First of all you had to fall in 
love´, whereas Leonardo said ³For painting is the way to learn to know the 
maker of all things and this is a way to love´.  I decided I was going to 
WDNHWKRVHWZRFRQFHSWVWRJHWKHUµORYHWRNQRZOHGJH¶ and µNQRZOHGJHWR
ORYH¶DQGVHHWKHPVLPXOWDQHRXVO\; that was I was going to try and get to 
NQRZVRPHWKLQJQHZDQGJHWWRORYHµLW¶DWWKHVDPHWLPH7KLVZDVWR
be both the subject I was going to choose to do and the medium of paint.  
I took all these approaches and thought about what Leonardo Da Vinci 
and Virtue were both saying: that it was essential that I become absorbed 
and preoccupied by whatever I chose to do.  Drawing these different 
FRQFHSWXDODQGSUDFWLFDO WRROV WRJHWKHUVHHPHG WRFUHDWH µP\RZQZD\¶
Virtue, to me, seems to create his own methodology through his own 
W\SRJUDSK\FKDOOHQJLQJWKHWUDGLWLRQFRPLQJRXWRIKLPWKURXJKµKROGLQJ
KLVQHUYH¶DQG IDOOLQJ LQ ORYH +LV LGHD WKDW WUDQVPRJULILFDWLRQ210 creates 
the hidden agenda and becomes the deepest way you can express 
yourself and the cleanest ± so the painting makes the painting and the 
drawing is embedded in drawing.  The obstruction of only using black and 
white paint forced him to invent himself in paint.  Finally, at the time I 
had been reading Hillman¶V ERRN RQ µThe Soul and Heart of the :RUOG¶
where he says that: ³7KHPRYHWRWKHKHDUWLVDOUHDG\DPRYHWRSRLHVLV
metaphorical, psychologicaO´  ,W VHHPV IRU +LOOPDQ WKDW Soiesis has 
µGULYHUV¶IRUUHDOL]DWLRQLHWKDWLWLVDPDWWHURIKHDUWRIORYHWKDWµcalls¶ 
creativity into being; to me, this was worth investigating more and 
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marries, of course, WR9LUWXH¶VVWDWHPHQW: µWKDWILUVWRIDOO\RXKDYHWRIDOO
LQORYH¶211  
 
I decided that I would choose a bird of prey to draw.  IWµFDOOHG¶DSHUVRQDO
symbol212 for me thDW UHSUHVHQWHG µHQHUJ\¶ DQG ,ZDV IDVFLQDWHGDURXQG
the idea of the relationship between the falcon and the falconer, which 
had been poetically fuelled for me through Yeats.213  I decided I would go 
DQGµlive with¶, µget to know¶, µORYH¶DQGVWXG\WKHVHELUGs of prey and see 
what effect WKLVSURFHVVKDGRQP\DELOLW\WREHFRPHµXQEORFNHG¶  Here, 
too, , ZDV LPSOHPHQWLQJ .HDUQH\¶V LGHD RI µUDGLFDO SRVVLELOLW\¶ DQG WKH
necessity of a µmethodology of the conversation¶ to encounter the other.    
 
At the outset of this project, I took a number of things and put them in 
SODFHDVDµQHZZD\¶WRGHDOZLWKP\REVWUXFWLRQWRSDLQW, drawn from all 
that I had read, seen and gathered in the first two years of this research.  
I did not begin painting until the autumn of my second year, 2007 and the 
process of dissolving this obstruction to paint or to abstraction is on-
going.  
 
So, in November of 2006 I went to Scotland to join a falconer I had met in 
the summer and who had invited me, along with a few other people, to 
                                                             
211  James Hillman, The thought of the heart and the soul of the world (Spring Publications 
ltd, 1992), 109. 
212  Erich Neumann, Art and the Creative Unconscious, (Bollingen Foundation Inc., 1959), 
7KLVVKRZVXVWKHLPSRUWDQFHWKHSV\FKRORJLVWPDNHVEHWZHHQDUWDQGV\PEROLVP¶,W
cannot be stressed enough that the key to a fundamental understanding, not only of man, 
but of the world as well, is to be sought in the relation between creativity and symbolic 
reality.  Only if we recognize that symbols reflect a more complete reality than can be 
encompassed in the rational concepts of consciousness can we appreciate the full value of 
PDQ¶VSRZHUWRFUHDWHV\PEROV7RUHJDUGV\PEROLVPDVDQHDUO\VWDJHLQWKHGHYHORSPHQW
of the rational, conceptual consciousness involves a dangerous underestimation of the 
PDNHUVRIV\PEROVDQGWKHLUIXQFWLRQV¶ 
213 :%<HDWV³7KH6HFRQG&RPLQJ´LQ(Everyman Paperbacks, 1997), 39. 
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the Cairngorms for a week of intensive WUDLQLQJZLWK µWKHELUGVRI SUH\¶, 
which included falcons, hawks, eagles.  This trip involved doing everything 
for the birds from hunting for food, exercising and learning to fly the 
birds.  It was one of the most extraordinary experiences of my life and I 
WKLQN WKDW WKURXJK WKLV SURFHVV , EHJDQ WR µNQRZ DQG ORYH P\ VXEMHFW¶ 
The subject got inside me as I encountered the birds more and more at 
body level; the day-to-day encounter of walking out through frozen snow, 
snow drifting through woods with a hawk or falcon on your arm, a day 
where it was compulsorily silent, walking out with the birds for a period of 
four hours at a time, which meant hours spent observing the birds, seeing 
the birds swiftly speed to your arm when you raised the arm to call, whilst 
the forest held its breath in stillness - instinctively I became absorbed - 
preoccupied with my subject.  Taking many photographs, I came home 
keen to get on with the process of trying to paint.  When I got home I 
decided that I needed to put in place one of the psychoanalytical 
understandings that I had observed over the years in my clinical practice, 
which was that if you work with a clinical patient very early in the 
morning, that it is sometimes easier to bring forth change because 
psychological ego defences that are gathered into the personality during 
the day, are not so strong.  It occurred to me that it might be useful to 
get up really early for three months, go to my studio and work to see if I 
could unblock myself.  I did this and chose to work in inks due to my 
apprehension of working straight away with paints.   
After a period of about six weeks of getting up early and going into my 
studio to work, I had the first dream, which showed me that the method 
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that I was employing was making some inroads into my obstruction to 
paint.  I need to state here that I employ a Jungian approach to dream 
interpretation.  Therefore, I do not seek to employ µcollective¶ 
understandings to symbols, but only to interpret a personal symbol with 
its significance to my own understanding, my internal language, so to 
speak and my perception of the world and how I encounter it.  
µ6\PERO¶214 means to throw forward and, in this way, it is a useful tool in 
thinking what it is trying to do for you if you chose to use it, in the same 
ZD\DGUHDPLVDOVRXVHIXOLI\RXµGUHDPLWRQ¶LQ\RXUFRQVFLRXVHYHU\GD\
life.  I see dreams and symbols as an advantageous tool in expanding our 
understanding of everyday consciousness. 
 
Dreams ± these dreams took place from 2007 up until 2012.  
 
Dream 1 - I dream I am behind a concrete façade of a house; blood is 
pouring down the inside of the house.  In the dream I am lucid and I push 
my hand through the concrete wall.  Once I have done this I can reach 
the painting; I touch the oil paint and I know as I am dreaming that 
something has broken through and that I can begin.  Someone shouts to 
me, ³keep on´  Still further ahead I see a door, there is a contrast of 
light; I am still in the dark to some extent but I can see through the door.  
There is a much brighter light but I am also conscious that I am 
frightened, doubtful and cautious to proceed.   
 
                                                             
214   See glossary.   
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Dream 2 - I dream I am sitting in my bedroom with tubes of paint.  
Michael Harding makes them and I think they are the best paints I have 
encountered but when I go to squeeze the paint nothing but a dark 
odorous sludge comes out of them.  
 
Self-analysis and interpretation: 
 
Dream 1 - I have had a concrete complex to do with painting; by that I 
mean that I have felt I literally cannot paint and have been interpreting 
this difficulty in one way only.  In the dream I push through the complex 
(pushing through the concrete wall) and the blood pouring down the 
inside of the house symbolizes that this task ahead of me is going to cost 
me µnot less than everything¶ at an internal intra-psychic level.  I achieve 
my goal, which is that I break through and touch the oil paint but there is 
some sort of idea of threshold represented by the door, the dark and the 
light.  However, importantly the over-riding feeling in the dream is one of 
fear, which, of course, represents well my conscious state; most of the 
time I was terrified that I just could not do this and I kept saying to 
myself not to identify and, as Virtue said, µhold my nerve¶ and just keep 
going.   
 
Dream 2 - When I initially had this dream, my first thought was of 
alchemy that is the ordure in the paint and the dark sludge; the 
alchemical beginning of the process of transformation, the beginning of 
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the journey so to speak, the encounter with prima materia215 (shadow).  I 
think this is true but, at another level of interpretation, this was an 
anxiety dream; at a conscious level I was terrified that the only thing I 
would produce through painting, no matter how good the paints, was 
something dark, sludge like and odorous.  My neurosis was active but I 
chose to ignore these feelings and held to a teleological approach, that is 
where the dream was leading me.  
 
So to assess, in the first stage of this approach I had done a number of 
things: 
I looked for a conversation ± symbol ± bird. 
I fell in love ± that is I became preoccupied by the task. 
I experienced the object at a body level. 
I worked through a psychological block whilst being aware of fears.  
I chose to use a medium that did not create too much fear to begin 
with ± that is I chose inks over paints.  
I was developing my own way, getting up early, analyzing dreams.  
 
At the beginning of this stage of work I also realized that one of the ways 
that I work sculpturally is around the arHD RI µGHVWUXFWLRQ¶ RU
µGLVLQWHJUDWLRQ¶DQGµUHSDLU¶- see the burnt offerings in the documentation 
RI VWXGLR ZRUN  , DP D YHU\ µKDQGV RQ¶ DUWLVW ZRUNLQJ D ORW ZLWK WKH
µHQHUJ\¶RIWKHREMHFWFRPLQJLQWREHLQJ.  I was aware that when I began 
to paint, I ZDVORRNLQJWREHDEOHWRµFDSWXUHIRUFHV¶LQWKHPHGLXP,KDG
                                                             
215  See glossary.   
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chosen, which initially was ink.  Working with my hands and cloths and 
drawing, I do not use brushes in my work.  
 
At this stage I could keep going.  I thought a lot about persistence, which 
was good, because I then hit a rather big obstacle at the Transfer 
Document stage of this PhD.  During the transfer stage I hit an 
obstruction in what I was trying to do with this PhD theoretically and what 
I was showing practically through studio work.  When looking at the 
argument to date, the assessor had concerns about the 3K'¶V practical 
side and put into the conversation an image of a ladder, with the rungs 
missing at the bottom of the ladder.  As the conversation progressed, I 
immediately got an image in my head of a ladder, which had no rungs but 
the colour blue in the place of rungs. I went home and painted this image 
in my head after the assessment.  Here I was then, with the obstruction in 
front of me.  Was this concept of poiesis useful for artistic practice and 
FRXOG LW EH VHHQ"  7KH SRLQW WKDWZDV EHLQJPDGHZDV µ:K\ZDV , QRW
VKRZLQJµKRZ¶WKLVµFDOOWRSRLHVLV¶KDSSHQVLQSUDFWLFHRU, indeed, could I?¶  
The encounter with my assessor made me think about the difficulty in 
conveying this process in studio practice, because poiesis was about 
moment, not about trajectory; but of course, the assessor was right, I 
was looking at methodology which does imply trajectory, so this began to 
get exceedingly difficult in my research.  If poiesis was more a µFDOO¶ LQWR
the present moment, how was I going to show something, which only 
manifests on arrival or in a moment?  I had examined John Virtue¶VZRUN 
and KH VHHPHG WR FDOO WKURXJK REVWUXFWLRQ WR WKH µQHZ¶, but I was not 
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clear if, indeed, that was poiesis as I saw it or, if it was, according to the 
artist himself, metamorphosis. To date, the only artist I had found who, 
for me, showed me a parable of poiesis in action, was Cornelia Parker in 
KHULQVWDOODWLRQRIWKHµH[SORGLQJVKHG¶ (Appendix B).  I had to change my 
thinking at this point and change my approach.  I went back into the 
studio and started painting the image I had seen during the conversation 
with the assessor with acrylics, wondering how image creates volition; 
however, although I felt overwhelmed with my task, I did not feel stuck.   
 
Dream 3 - I dream my neighbour is painting trees and I think to myself 
why that image?  It seems significant of something I have forgotten. 
 
Dream 4 - I dream I am trying to get to painting but my friends want 
something.  I write a message on a canvas to deliver to my friends, which 
will enable me to get on painting.  
 
Interpretations: 
Dream 3 ± I took this to mean that painting is still slightly detached from 
me; looking at it in an objective way, my neighbour painting and in a 
subjective way, the neighbour is myself.  However, there is also 
something that is trying to be remembered.  When I was young, if you 
were assessing what I would do in life, you would definitely have said I 
will do some sort of study to do with trees, most probably photography.  I 
was aware of using photography to aid my approach to my obstruction to 
painting and evidence of this aim is in the documentation of studio work.  
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Dream 4 ± I took to be a conflict of time and importance of need, with 
me trying to resolve the conflict and get to the painting.  In May 2010, I 
had now been working on this PhD nearly five years and I would say I had 
been painting but not significantly or dramatically with confidence, 
working in inks and acrylics, but then I had a major dream.  I had by this 
WLPH XVLQJ +RSVRQ¶V WUDQVLWLRQ consciously, come to ignore my anxiety 
over what I could or could not achieve and realized I would not give up.  I 
simply made myself persevere and go into the studio as much as I could; 
this was difficult to balance while carrying out interviews for this PhD in 
the µmethodology of the conversation¶, my clinical practice and family 
demands and it became a very real struggle to allocate the time for 
writing and the time for painting. 
 
Dream 5 - I dream that I am out in the fields/wood and it is like the 1989 
hurricane.  There is an enormous storm going on around me and I realize 
I am watching something; I see this root, fighting with the storm that 
then untethers itself from the ground and this vast root/complex/spider-
like thing starts moving.   
 
 
 
Interpretations:  
Dream 5 - I wake in the morning and realize that this is a pretty good 
picture of the mood of the time¶ I had hit a storm, through personal family 
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ill health and endless demands, but at the same time I could feel my 
attitude to painting beginning to dramatically shift.  Despite the terrible 
conflicts that were going on, I felt I had got to the root of the complex 
and the root was up, it was moving.  I started painting in oils, roots of 
trees that turned into landscapes.  It was unbelievably difficult.  I lost 
count of how many times I began again and it became a fight, with so 
many conflicting emotions that, again, I just chose to ignore.  I kept going 
until something emerged, which was not what I intended: it was µTurner-
like¶.  At that moment I had hit another obstacle, which at the time I did 
not realize.  I was missing the essence of what I was trying to do but I 
could not see it.  I felt this painting, ZKLOVWµPRYLQJ¶LQWUDMHFWRU\ZDVVWLOO
not taking me beyond what I could remember I could have done, if that 
makes sense.  I suppose what I am trying to say is that: I think if I had 
continued painting when I was young, I would have hit this stage of 
needing to go beyond this style of painting in order to get myself free 
IURPP\GLIILFXOW\ZLWKµDEVWUDFWLRQ¶ 
 
In June 2011, Japan was hit by a tsunami of such terrible force.  I kept 
seeing the image I had seen on television and internet, of this black wave.  
A friend of mine called me and we were talking about how this image 
would stay in our minds forever and she said ³ZK\GRQ¶W\RXSDLQWLW´.  I 
did; then I started tKLQNLQJDERXW µFDSWXULQJIRUFHV¶  ,ZDVDZDUHWKDW,
was painting but I was not painting what I wanted to.  The only thing I 
FRXOGVHHLQWKLVSDLQWLQJZDVµWKHHQHUJ\¶RUWKHIRUFHWKDWIHOWVLJQLILFDQW
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the rest was not what I wanted or liked, but that, of course, was not the 
point of the task at hand.   
 
I felt stuck.  I began, without any consciousness of what I was doing, 
photographing parts of the ink drawings; in hindsight, I was looking for a 
freer abstraction but I did not realize that at the time. 
 
Dream 6 - I am in the studio with my supervisor discussing the work that 
I haYHGRQHVRIDU,VD\WRKHU³Now that I am painting again, can you 
help me go outside what I already know"´ 
 
I relayed this dream to my supervisor who said that this µwas interesting¶
(I am paraphrasing) and she would come and visit my studio.   
 
January 2012 
Prior to my supervisor¶s visit: 
 
Dream 5 - I dreamt I was brushing my teeth with paint. The feeling in 
the dream was that this was completely normal.  
 
Interpretation: 
I was definitely feeling that painting was becoming part of my everyday 
life and routine.  
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4.5. µ0HWKRGRORJ\RIWKH&RQYHUVDWLRQ¶ZLWKP\
supervisor January 2012 
 
Entering the studio: 
S: ³,OLNHWKHIORRUWKHUHLVDORW of wild energy in here.´ 
C: ´'R\RXWKLQNLWZRXOGEHDJRRGLGHDLI,VWDUWVKRZLQJZKHUH,
was when I first came into this PhD Research Project?´ 
S:  ³<HVZK\GRQ¶WZHVWDUWWKHUH?´ 
C: ³Ok, prior to my submitting my PhD proposal some five years 
ago I was working on some sculptural work ± which had a 
ZRUNLQJWLWOHRIµ%XUQW2IIHULQJV¶; these are fire pieces that were 
surrendered by the fire that I had come across when out 
walking in a local park in the early hours of the morning.  I had 
stood in front of the fire and seen all these objects forming 
shapes within the fire, like a bird, a woman¶s torso, a heart etc.  
I came back the next day and the fire had delivered them so I 
brought them back to the studio and began to work on the part 
of the object that the fire had damaged.´ 
S: ³7KLV LV LQWHUHVWLQJ , IHHO WKHUH LV D ORW JRLQJ RQ WKH LGHD RI
repair, that the wood is, of course, charcoal, which artists draw 
with, that they are of the earth.´ 
C: ³, IHOW DW WKH WLPH WKHVH SLHFHV ZHUH WKH FORVHVW WR P\
understanding of poiesis that I could get to.  I could see the 
shapes forming in the fire before the fire surrendered them and 
there was a moment when I could see the objects that were to 
FRPH´ 
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We then moved onto the ink drawings that I had done at the beginning of 
this PhD when I had gone up to Scotland to work with the falconer. 
 
S: ³, WKLQN \RXU ZRUN LV DERXW HQHUJ\ VR IRU H[DPSOH WKHVH
FDQYDVHV GRQ¶W KDYH HQHUJ\ IRU PH they were a series of 
Rothko-style paintings which were a bit dead.) But this does 
work (looking at the bird in flight, ink drawing) but I also 
wonder what would happen if you were able to lose the 
representational.  It seems to me that you need to disrupt 
yourself, surprise yourself.  I am JHWWLQJVRPHWKLQJLVWUDSSHG´ 
C: ³That is exactly how I feel.  When I was thinking about your 
visit today, I was trying to see if I could locate where the 
obstruction was and I decided that the big painting best 
expresses where I am.  (We then go and look at the big 
painting - this is where I am stuck between Rothko and Turner 
± that is, if you turn it one way, it looks like Turner; if you turn 
it the other, it looks like Rothko.  I remember reading Virtue 
and him saying that when he met an obstruction that to copy 
brings about futility, why repeat what has already been done? 
Why bother?´ 
S: Well, I think this painting is really four paintings; you need to 
look where the energy is.  I think the way through this is in the 
detail.  If you look at all your photographs of your ink drawings, 
you seem to be photographing sections within the painting or 
drawing that have energy.  I think you should cut this painting 
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up, or get yourself some board and start framing where the 
painting is working.  It might seem sacrilege to cut up a 
painting but I think you should.  I think you also need to change 
from a landscape canvas to a square, your work might go 
smaller but at the moment I feel that you are constrained or 
trapped by representational art.´  
C: ³<HV,WKLQNZKDW,KDYHGRQHLQWKLV3K'DWWKLVVWDJHRUOHYHO
has removed the REVWUXFWLRQWRSDLQWLQJEXW,KDYHQ¶WUHPRYHG
the obstruction to abstraction.  I remember when I was at 
school, abstraction was the thing that I could do but was not to 
be encountered, if anything, to be got rid of.  In fact, I can 
remember my art teacher telling me that, she GLGQ¶W ZDQW
DEVWUDFWLRQLQKHUFODVVLWZDVQ¶WJRRGDUWZKDWZHQHHGHGZDV
UHSUHVHQWDWLRQDO SLFWXUHV  , WKLQN LI , KDGQ¶W VWRSSHG SDLQWLQJ
when I was doing my exams I would most probably always have 
hit this place that I am in now.  My intellectual self knows, of 
course, this is rubbish but LW¶V obviously still there.´ 
S: ³<HVLWZRXOGKDYH.  Well it might be sacrilegious to take a knife 
to this big painting but it seems you could have four paintings 
within this canvas.  It might be a good idea to work with the bit 
of the painting that has the energy in it, the detail.  If you look 
at your screensaver on your computer you will see that you 
have just photographed a fragment of a painting, a detail.´ 
C: ³,KDGQ¶WUHDOL]HGWKDW,UHPHPber interviewing Daniel Sturgis 
and his comments on the work involved being an abstract 
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artist; it really resonated with me, even though I would not 
obviously call myself an abstract artist yet.´  
S: ³<HV, he has curated a very good exhibition at Warwick Art 
&HQWUHFDOOHGµ7KHIndiscipline of 3DLQWLQJ¶216 which I went up to 
see and it was really lovely.  Great title.  I think what you need 
to do is to stay with the role of painting, look at the unexpected 
detail within the whole, surprise you, but immerse yourself in 
paint and painting instead of trying to make DSLFWXUH´ 
C: ³<HV ,ZRXOG OLNH WRPRYH LQWRSDLQWLQJ LQ DGLIIHUHQWZD\  ,
WKLQNP\PDLQFRQFHUQ LV UHDOO\ µFDSWXULQJ IRUFHV¶.  Showing a 
black painting of the tsunami.  IW¶VQRWUHDOO\ZKDW,ZDQWWREH
doing but I am and was preoccupied by the force.´ 
S: ³<HVEXWORRNLQJEDFNDWWKHLQNGUDZLQJVLWGRHVQ¶WKDYHWRbe 
a literal thing, it could be the energy of the bird, just a detail 
that could convey that and I also think you should dispense with 
the landscape canvas.  YRXQHHGWRJRVTXDUH´ 
C: ³6R I need to go and buy a SWDQOH\NQLIH"´ 
S: ³<HVWKDWZRXOGEHJRRG´ 
 
We then went through all the ink drawings to look at the detail within the 
whole. 
 
S: ´<RXVHHPWRZRUNZHOORQSDSHUDQGDOVRZKen the painting is 
EHQHDWK\RX´ 
                                                             
216  ³7KH,QGLVFLSOLQHRI3DLQWLQJ´:DUZLFN$UW&HQWUHODVWPRGLILHG 
http://www.warickartscentre.co.uk/events/visual-arts/the-indiscipline of painting 
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C: ³,W UHPLQGV PH DOO that you are saying in the approach 
undertaken by John Virtue when he was working through his 
obstruction (went to get book which shows Virtue working in a 
field with canvas on the ground and his grid paintings, which he 
used to work on after he had destro\HGDOOKLVSUHYLRXVZRUN´ 
S: ³$UHQ¶WWKH\IDQWDVWLFWKHVHDUHYHU\HDUWK\, whereas I see you 
work as lighter more µup¶ than µdown¶,WKLQN you should give 
yourself a break for a while, work on paper and work on detail.  
Use the aspect of the detail in the photographs to make 
paintings from and make them square.  You will need to create 
a space.  So do you think you are ready now to let go of 
representational art?´ 
C: ³Well I think I was beginning to move towards that in my 
VFXOSWXUH ZRUN ZLWK WKH DGYHQW RI WKH µEXUQW RIIHULQJ SLHFHV¶
even though there is a literalism, they were a movement 
towards a different way of working.  So I would really like to 
RYHUFRPHP\ REVWUXFWLRQ WR µDEVWUDFWLRQ¶; for me, it would be 
overcoming a pretty big obstacle and also take me into a world 
that I know nothing about.  , DOVR WKLQN , GRQ¶W SDLQW OLNH D
painter.  
S: ´*UHDW, well I will come back at the end of February to see 
ZKHUH\RXDUH´ 
 
After my supervisor left I went through about 50 photographs, 30 of them 
were, in fact, details photos, abstracts of, say, a bird¶s wing or just the 
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energy conveyed in the movement of ink on paper.  I then sifted through 
a few images and selected prints to work from to see if I could approach 
this second obstruction.  I also realized that I had missed something in 
the interpretation of the dream, which I took to be the dissolving of the 
difficulty of painting; it was also about the storm, it is the energy, the 
energy involved in the act of painting.   
 
At the end of this research project, I have done a number of small ink 
paintings, which show a new progression since the conversation with my 
VXSHUYLVRU DQG D µFDOPLQJ GRZQ¶ RI WKH µHQHUJ\¶ ZLWKLQ WKH PHGLXP Rf 
paint and ink.  These paintings are influenced primarily by the 
conversation with my supervisor and a number of things that I integrated 
into my approach to work.  FLUVWO\WKH\DUHVPDOOLQVFDOHP\VXSHUYLVRU¶V
suggestion to work with a smaller scale of paper or canvas); secondly, 
WKH\DUHPRUHDEVWUDFWP\VXSHUYLVRU¶VVXJJHVWLRQWRVWRSWU\LQJWRPDNH
a painting, to just stay with the paint).  I set this as my aim.  Finally, the 
SDLQWLQJVDUHVLPSO\LQIOXHQFHGE\WKHFRQVWDQWµ\HOORZ¶WKDW,KDYHEHHn 
witnessing in nature at this time of year (April 2012) since a move to the 
country a year ago.  These paintings do express somewhere the direction 
of where I want to go and, to that end, I have achieved my aim even 
though this task of painting in abstraction is only at the beginning.  
 
Defining my own methodology in difference to that of Milner/Virtue, I 
would say that, ZKLOVW,FRXOGORFDWHP\VHOILQDµPLGGOHJURXQG¶EHWZHHQ
the two approaches RI 0LOQHU DQG 9LUWXH , GLG ILQG P\ µRZQ¶ ZD\  ,Q
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conclusion, DV WR ZKDW SURFHVVHV EHJDQ WR EH µDW SOD\¶ LQ P\ RZQ
engagement with obstruction and the processes of trying to paint, it 
appeared that when I began, and through a large period of the process, I 
was very much in the arena of µintentionality¶ and µrepresentation¶ in my 
work ± a literalism. 217   This can be seen both in my early pieces of 
sculpture, i.e. it was my intention to repair the burnt pieces and in my 
paintings of the tsunami and the flying root picture where, it was my 
LQWHQWLRQ WR SDLQW WKH µIRUFH RI WKH ZDYH¶ DQG WKH µURRW RI WKH WUHH¶  I 
would argue it was when I adopted using a camera in the method of 
engagement with the painting process that it could be said I created an 
REVWUXFWLRQ D FULWLFDO GLVWDQFH DQG µDQ 2WKHU¶, in the sense that the 
FDPHUDEULQJVWRWKHZRUNDQRWKHUVHWRIµH\HV¶This process released me 
from a literalism of painting and intentionality and brought to the work a 
µPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶Rr a dialectical encounter between the 
paint and myself.  Paradox and µQHJDWLYHFDSDELOLW\¶ZHUHDWplay, in that it 
was also when I stopped trying to make a painting, that the painting 
EHJDQWRHPHUJHDQGWKDW,DOVRQRZQRORQJHUµNQRZ¶ZKDW,DPGRLQJI 
also found that through the µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ WKH
HQFRXQWHURIµradical posVLELOLW\¶KDGRFFXUUHGZLWKP\supervisor.  Indeed, 
it was my supervisor seeing my screensaver that triggered her 
µunderstanding¶ and µperception¶ of what I did not know I was trying to get 
to in my studio work, which was a move to abstraction.  ,FRXOGQRWµVHH¶
this myself.  Academically, this steps forward where Elkins stops, in that a 
µWXWRU¶DFWLQJDVµDQRWKHU¶GRHVLQGHHGEULQJIRUWKQHZZRUNDQGFUHDWHs 
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µradical possibility¶LQVWXGLRSUDFWLFH It is teaching through encounter and 
perception; that is, WKHWXWRULVµWHDFKLQJ¶WKHVWXGHQWRUµthe other¶ to see.  
This could be seen as maieutic, but, in fact, it is much more than that, 
because whilst the tutor did indeed help bring forth new work, it could be 
argued that without my supervisor¶V µVLJKW¶ WKLV W\SH RI EDE\ DUWZRUN
would not have come into being; her perception also created the work.  In 
a sense, you could also say VKH µWDXJKWPH WRVHHP\ZRUNGLIIHreQWO\¶ 
So, I believe it is far more than Elkins is saying; it is what Richard 
Kearney is saying ± that µthe Other¶holds µUDGLFDOSRVVLELOLW\¶ for creative 
processes and it is within the encounter of µthe Other¶ that this occurs.  In 
WKLV WKHVLV DQG VWXGLR SUDFWLFH WKLV µRWKHU¶ KDV EHHQ HQFRXQWHUHG LQ D
µmethodology of the conversation.¶ In assessing what I did to release me 
from my obstruction, I worked through different emotional states, held my 
nerve, I analyzed my dreams and I used symbols, even though I do not 
interpret them, other than to take myself forward and on in the journey.  I 
did this because these two aspects of analytical life, as far as I am 
concerned, are part of my nature and, whilst I personally do not make the 
FRQQHFWLRQDV µDUW WKHUDS\¶ WKH\GRZRUN LQDZD\RIFRQWDLQLQJSV\FKLF
processes for me.  ,QWKHWKLUGVWDJHRIP\ µWU\LQJWRSDLQW¶ ,DOVRWDNH
the image of the flying root of the tree from the dream and try to paint it.  
I also take the image of the ladder thrown up at the transfer meeting.  Is 
this art therapy?  I do not think so; I am not interpreting the image but I 
am using the image that comes into my mind to take forward the work on 
obstruction to painting.  I do see this as an µindividuating task¶ and though 
the image does serve something psychological and emotional in me, it is 
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not my central aim to deal with my psychological state but to engage with 
the obstruction to painting.  The fact that it may well symbolize the 
dissolution of a complex around painting and imply a methodology is 
significant for this research project, but I have no way of proving this, nor 
did , IHHO µLQ WKHUDS\¶ZLWKP\VHOI0y gaze was turned outwards to the 
task in hand; therefore, in a sense, you could say that the psychological 
LQVLJKWZDV LQ VHUYLFH RI WKH WDVN RI µSDLQWLQJ¶ZKLFK LQ WXUQ IXOILOOHG DQ
µLQGLYLGXDWLRQ¶ WDVN EXW WKLV LV QRW WKHUDSHXWLF  I think that the key 
element in being released from my obstruction to paint, was going to 
6FRWODQG DQG µILQGLQJ¶ DQRWKHU FRQYHUVDWLRQ; other important elements 
included imPHUVLQJ P\VHOI LQ WKH SURFHVV DQG EHJLQQLQJ WR IDOO µLQ ORYH¶
with my subject, choosing a medium that was accessible to me and 
waking early to overcome self-consciousness in the process.  There was 
an element of BDFKHODUG¶VSDUDGox in the whole process in the fact that, 
for as long as I can remember, I have wanted to do what I did in 
Scotland; that is go out and work with the birds of prey.  I think and feel 
the approach that I have adopted mirrors well the person that I have 
become, in that I do straddle the two worlds of artistic practice and 
psychological practice.  I also feel that the reason my analysis failed to 
release my obstruction to paint is that I needed to leave analysis and 
enter into a more art-based studio world to do this.  I see this purely as a 
movement to individuation and not as a failure of achievement in analysis.  
This, of course, is not to deny the presence of failure in the process.  You 
could hypothesize that the conversation I was having did not facilitate this 
change, but you could equally hypothesize I was looking for a different 
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conversation.  I think this is valid, because I have found that the 
conversation I needed to have in studio practice was with a fellow artist, 
EHFDXVHLWZDVP\VXSHUYLVRU¶VSHUFHSWLRQRIP\ZRUNWKDWHQDEOHGPHWR
µVHH¶ RSSRUWXQLWLHV LQ VWXGLR SUDFWLFH WKDW , FRXOG QRW see for myself.  
Indeed, with all the influences in this research project, you could say that 
I have adopted, at times, the perceptions of those analysts, philosophers 
and artists that speak to my own search to deepen my understandings of 
what is taking place in creative encounter.  TKLV µFDOO¶ IURP me to µWKH
2WKHUV¶ KDV HQDEOHG µQHZ XQGHUVWDQGLQJV¶ DQG µQHZ ZRUN¶ WR FRPH LQWR
being.  Fundamentally, I differ from Milner in that I do not IHHOµIDOOLQJLQ
ORYHZLWK\RXUPHGLXP¶LVDIRUPRILGHDOL]DWLRQQRr do I seek to analyze 
in depth my own symbol (the bird of prey); however, as the 
psychoanalyst, Kenneth Wright, H[SUHVVHVLQKLVSDSHUµ'HHS&DOOLQJXQWR
'HHS¶, I do feel that the more an artist can manipulate his medium, the 
more of himself he realizes in his work. 218   The aim to dissolve the 
REVWDFOH RI QRW EHLQJ DEOH WR SDLQW LQ DEVWUDFWLRQ LV µRQ-JRLQJ¶ DQG QRW
resolved.   
  
                                                             
218  .HQQHWK:ULJKW³'HHS Calling unto Deep: Artistic Creativity and the 0DWHUQDO2EMHFW´
British Journal of Psychotherapy 14, no.4. (June, 1998) 453-467.    
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The Trajectory of Individuation as a Painter and the Tenets of 
Approach I adopted to overcome Obstruction to Painting 
 
 
 
Influences ± Inspirations ± Art Actions  
 
 
x Engaging with the concept of poiesis - Cox. 
x Seeing Cornelia Parkers¶ µ([SORGLQJ6KHG¶.  
x (QJDJLQJZLWKWKHFRQFHSWRIµUDGLFDOSossibility - Kearney. 
x The idea that we seek relationship ± Fairbairn.  
x (QJDJLQJZLWK WKHFRQFHSWRI µNQRZOHGJH WR ORYH¶DQG µORYH
WRNQRZOHGJH¶ - Leonardo Da Vinci and John Virtue 
x Seeking a new conversation and emersion in my chosen 
subject by going to Scotland to work with a falconer - Andy 
Hughes. 
x Implementing LQ VWXGLR SUDFWLFH VRPH RI WKH µWHQHWV RI
DSSURDFK¶ WDNHQ IURP 9LUWXH¶s methodology which were: 
there is no methodology; µhold your nerve¶; µfirst of all you 
have to fall in love¶; µpersevere¶; µeverything is hard won¶ - 
Virtue. 
x $GRSWLQJ +RSVRQ¶V DSSURDFK WR WUDQVLWLRQ WR KHOS µKROG P\
QHUYH¶ 
x 3KRWRJUDSKLQJ ZRUN LQ µIUDJPHQWV¶ WR VHHN DEVWUDFWLRQ DQG
µHQHUJ\¶LQSDLQWLQJ 
x Being aware that I had to find my own µindividuating¶ way in 
approaching my obstruction to paint ± Jung.  
x ,PSOHPHQWLQJLQWRµWHQHWVRIDSSURDFK¶WRREVWUXFWLRQGream 
analysis - Jung.  
x Applying and implementing µHDUO\ ULVLQJ¶ DQ DSSURDFK
gleaned from clinical psychotherapy work, to overcome 
psychological defences ± Self. 
x Choosing a medium I found accessible - Ink. 
x Moving away from µlandscape¶ canvases to seek abstraction 
in painting.  
x Using a µmethodology of the conversation¶ in studio practice 
to enable a new µtenet of approach¶ to obstruction to be 
facilitated.  
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Chapter 5 : Analysis of Interviews 
5.1 Tutors 
 
In analyzing the relationship between tutor and student, it was noticeable 
how the inextricable link between the failures and difficulties that the 
tutors had in their own experiences of art college life fed into their over-
riding concerns about the obstacles that their students were facing.  The 
IRUPXODWLRQRIWKHµWHQHWVRIDSSURDFK¶WRERWKWKHLURZQREVWUXFWLRQVDQG
those that they encountered in their students came under two broad 
umbrellas.  The first was pastoral care, empathy, emotional support self-
esteem issues, inferiority complexes etc.; the second was guidance and 
approach to art practice. Tutors having themselves worked through 
various emotions, failures, needs in their life as students, all felt helped by 
past experiences in art colleges or their own studio practices, in the way 
they subsequently dealt with incidents of student isolation or confusion.  
7KLVZDVFRQWUDVWHGWRZKDW,ZRXOGFDOOµWKHWHQHWVRIDSSURDFKQHHGHG¶, 
ZKLFK FDPH IURP ZKDW VRUW RI µJODVVHV¶ WKH WXWRUV ZHUH DGRSWLQJ; for 
example, how the nature of the obstructions encountered in art college 
were intrinsic to being there, the necessity to see the role of art 
vocationally and the necessity of understanding art in relationship to the 
commercial world and its demands and expectations.  
³Thinking back to my own experience as an art student and 
also amplifying the concerns of the students that I teach, 
there are two broad, or two places where obstacles might 
occur when thinking about ZKDW µVWRSV¶ or what µVWULNHV¶ a 
5. Analysis of Interviews 
 
 
 
145 
creative practice.  One would be a very practical thing, like 
time or other influences one has wrapping around one¶s life 
which can deter you from making work and one of the most 
important things an art institution can do is throughout the 
course of the degree, or with post graduates, is to say, or 
make students realize that everything is in a sense about 
making art.  As in truth there is no need to and there is no 
demand for it.  It is a personal vocation, LW¶V not really a 
FDUHHU LW¶V D YRFDWLRQDO SURIHVVLRQ  , VXSSRVH RQH RI WKH
other things, or one of the big differences, I see is there was 
very little commercial art world in the past, so one dLGQ¶W
really think one was ever going to sell anything, or, if one 
did think one was going to be in that sort of position, it 
would be much later in RQH¶V career that one would do that, 
so perhaps one of the things that I think it is different now, 
with the explosion of the art world in the last few years, is 
now there is an expectation; expectations are high and I 
VXSSRVHWKDW¶VRQHRIWKHWKLQJVRQHKDVWRFRXQWHURQHKDV
to think about and to prepare people for that might happen, 
but it also might not happen´219 
The general over-riding concern, interest and understanding of student life 
on the whole were in marked contrast to student experience. The 
obstacles that the tutor experienced both in their own practices and as 
tutors were well articulated through the very nature of the demand of 
being tutors and the lived experience of being artists.  The speaking about 
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obstacles, both personal and in teaching practice, came under three 
headings: Obstacles to Self, Practical Obstacles and Teaching Obstacles, 
which incorporated µapproaches¶ to teaching practice.  
 
Obstacles to Self. Confidence: ³Thinking about this notion of 
obstacles, there are all sorts of obstacles, the first that comes to 
mind that of confidence; confidence being an obstacle and that is 
VRPHWKLQJ WKDW , REVHUYH DQG UHFRJQL]H ZLWK P\ VWXGHQWV´ 220  
Inferiority complexes: ³, VWLOO IHOW D ODFNRI WKH LQWHOOHFWXDOL]DWLRQ
of art and that was a big obstacle and it is still a problem for me 
now.´221  Commitment to Practice, Existential Concerns: ´Why am I 
doing this if mortality is so important?  If death is surrounding 
you, then to do anything other than death, WKHQ WKDW¶VZKDW\RX
are thinking about death and mortality  - your own mortality ± 
WKDW¶VZKDWVWRSSHGPH.´222  Loneliness: ´Not just talking about art 
practice, but it is the sense of loneliness and not being 
connected.´223  Feasibility in Practice, Repetition in Art Practice: 
³:HOOWKHFKDQFHVDUHWKDWPRVWDUWKDVEHHQPDGHDOUHDG\VR\RX
KDYHDIHHOLQJRIµ:KDWFDQ\RXFRQWULEXWHZKLFKLVDFHOHEUDWLRQ
of past known things?¶  Although past known things may be grand 
and good, they might not be original or have an element of 
originality in them and that is a really big problem.´224 
 
                                                             
220  Sarah Woodfine interview by author, London, UK, November10, 2011.   
221  Sarah Woodfine interview by author, London, UK, November 10, 2011.  
222  Edwina Fitzpatrick interview by author, London, UK, July 22, 2010.  
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Practical Obstacles.  Life Events, Death etc. ³My parents died and 
seven people around me.´225  Time, Division of Practice between 
Studio Practice and Teaching Practice and the Practical Difficulties 
with Money: ³What I remember very quickly is being extremely 
broke and moving from Brighton to London and not having any 
infrastructure, having to make connections and links and things, 
and this is something I do pass on because LW¶V funny.´226 
 
Teaching Obstacles, which incorporated developing teaching concerns 
and approaches.  Again, what was interesting to me as the interviewer 
ZDVWKHµJXLGDQFHWKURXJKH[SHULHQFH¶DSSURDFKWKDWZDVJHQHUDOO\WDNHQ
by tutors and the overriding stress on a need for a consciousness of 
obstructions and the working through difficulties in studio practice.  The 
general ethos is that the obstruction is intrinsic to studio practice and, as 
such, this had to be known consciously.  Conveying understanding of 
issues was a challenge, so ideas around making, reflection and play were 
coupled with the need for critical reflection and how this can be an 
obstruction in student life.  There was a general feeling that through the 
maturity of µDUWLVWLF OLIH¶ WKHQDWXUHRI REVWUXFWLRQVFKDQJHV, so much so 
that some tutors were aware of creating their own obstacles; this 
approach is, of course, the same as the artist, John Virtue, adopted.  
Ideas around the boundaries of art practice and the mode of art making, 
which seemed to be on-going challenges, related to the discovery of what 
works in a practice and how the resolution of conflict occurs.  The 
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SULQFLSOHV RI FRPPXQLFDWLRQ DQG UHVSRQVLELOLW\ ERWK LQ WKH WXWRUV¶ RZQ
practice and that encountered in student life, seemed of paramount 
importance, as was the instilling of a growing confidence that came about 
through experience and was also sought to be instilled in students within 
their practice with tutorial support.  ³, WKLQN WKDW WKH PDLQ REVWDcle 
that I remember lasted about a year and, thinking back to post-
JUDGXDWHZRUNDWWKH$FDGHP\6FKRROVLVXQXVXDODVLW¶VDWKUHH-
year course and there were a whole lot of issues that I found 
problematic, which were to do with content and to do with 
language, and these are very normal things you have to deal with, 
and I felt there was inadequate help and tutorial support, 
particularly my academic tutor who shall remain nameless.  I said 
to her that I need to talk about ideas and she said that she 
FRXOGQ¶W help me with ideas; ideas were my department that I had 
WRORRNDIWHU6KHFRXOGQ¶WGLVFXVVWKHPVKHFRXOGRQO\WDONDERXW
formal things.  So when I think back to that, the first thing I think 
is that obstruction is a fairly normal process and what happens in 
art colleges is that you are constantly asked to reflect upon and 
confront and reassess everything that you have known.  I think 
the obstacle is intrinsic to the process, I think it is and I think I 
know that and have experienced that as an art studHQW´227 
 
7KH LPSRUWDQFHRI µWKHRWKHU¶ LQ FRQYHUVDWLRQZKLFKE\ WKHSUHVHQFHRI
the other creates a facilitating environment of creativity was discussed, as 
ZDVWKHFUHDWLYHSURFHVVEHLQJDµFRQYHUVDWLRQ¶ZKLFKFRXOGEHVWRSSHGE\
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pragmatic problems, which affect dynamics of teaching practice.  ³So 
WKHUH LV D PHWKRGRORJ\ WKHUH EXW , GRQ¶W WKLQN LW LV SDUWLFXODUO\
strict and formalized.  So there is a methodology and it may be 
more than possible to work it out, but I think the encouragement 
to postgraduate students is that methodology should be much 
more stated, formalized and transparent.  There are a whole set of 
things that you do, asking students to go and do something else, 
even the idea of going to have a pizza and a beer and watching a 
film; and you were talking about John Virtue before we started 
about making life difficult for himself, restriction, parameters on 
his practice.  It sort of chimed with me when you said he would 
work in black and white.  It is something that I found myself 
saying to students quite often.  My specialization is in painting, 
painters have huge problems between transcribing, translating the 
work or the initial ideas that might have manifested themselves in 
drawings, to very simple things that you have to reduce the 
complexities ± the issues that paintings throws up, for example 
using ink on paper ± by taking the pressure off yourself.´228  The 
LGHD RI WKH WHDFKHU DV µWKH 2WKHU¶ ZKR EULQJV H[SHULHQFH DQG KLVWRULFDO
access to areas of unknown art practice was seen as an essential part of 
teaching practice.  ³,suppose experience is what one of the things 
an artist is teaching in art school.  As an artist bringing other 
artists in to teach experience as well, experience is one of the 
things you are interested in, showing students that they may have 
very different ideas than you do, be a different generation to who 
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you are and have different terms of references than you do, but I 
think it is very important as a person in a position of teaching art 
students to show the things that have happened in the past.  
Inform them in the painting department of paintings recent 
KLVWRU\ SDUWLFXODUO\ SDLQWLQJ KLVWRU\ IURP WKH ¶V RQZDUGV VR
they feel part of a live debate and dialogue.´229  Tutors spoke also of 
the facilitating ability of being able to take students outside areas of 
comfort or actively stop repetition compulsion in practice, by challenging 
ideas and the implicit cultural agreements on which they based their 
practice. 
The methodologies employed varied from teacher to teacher but 
can be summed up as follows: 
 
x 7HDFKLQJWKURXJKRQH¶VRZQH[SHULHQFHRIEHLQJDQDUWLVW 
x Conveying artistic knowledge that references the past. 
x Holding the mirror up to a students practice. 
x 7KHLPSOHPHQWDWLRQRIµWRXJKORYH¶ 
x /HDUQLQJE\µGLVFRYHU\¶QRt research.  I took this meaning to 
EHWKHGLIIHUHQFHRIµLQWHQWLRQ¶, i.e. UHVHDUFK ³,JRWRILQG´, 
whereas for discovery the emphasis is more, µLW¶ILQGVPH 
x Creating opportunities out of obstacles - for example, taking 
pressure off a student, changing the medium a student is 
working with, thinking into student practice. 
x Conveying that the art object is not finished.  
x Teaching students to open up areas of communication at 
peer group level. 
x Responsibility and commitment to the art object.  
x Encouragement and development of creative processes.  
 
The PGCE was seen as a reflective and helpful tool in the development of 
teaching practice and the development of resources for student 
communication and support, as was the tutor¶s own developing 
methodologies from lived experience or other study.  ³, DP FXUUHQWO\
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doing a PGCE Cert; actually undertaking the PG cert and becoming 
a student again is getting me to think very much what it is like to 
be on the receiving end of information and how one absorbs 
information and what do you actually understand.  The course is 
really affecting my approach.  Definitely wanting to find different 
DYHQXHVIRUFRPPXQLFDWLQJDERXWVXEMHFWVRULQIRUPDWLRQLW¶VMXVW
come really apparent to me that ideDV DQG LQIRUPDWLRQ GRHVQ¶W
UHDOO\JHWDEVRUEHG´ 230  
 
When engaging with the question around psychoanalysis and art practice 
four distinct approaches ZHUHWDNHQ7KHILUVWZDVµQRFRPPHQW¶ZKLFK,
took to be that this was not a subject that the tutor was engaged with.  
The second was around education and the benefits of psychoanalysis for 
teaching practice and student life where, if possible, it should be taught in 
art colleges, ³, WKLQN LW¶V D PDMRU UROH DQG , WKLQN RQH RI LWV
heritages is, along with philosophy, that now it is regarded as 
QRUPDOWHUULWRU\IRUWKHDUWLVWSDUWLFXODUO\JUDGXDWHVWXGHQWVLW¶V
a rich territory to kind of inspire the practice.  I would really like 
to bring in a psychologist and talk to the students in a completely 
different way about art, if we had the money.  I have done it with 
writers so far this year, but I think it would be fantastic.´231  There 
was also an apprehension to the complexity of the territory of 
psychoanalytic practices and present day caution towards the emotional 
vulnerability of student life and what is said to students about emotional 
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problems.  In addition, there was a feeling that the psychological arena 
has become specialized, so reducing or creating a wariness of approach in 
teaching.  ³Interesting one, historically in academia psychoanalysis 
ZDVSXVKHGWRRQHVLGHLWZDVQ¶WUHDOO\ present.  Then, I think in 
WKH ¶V, WKH\ JRWD ELW ZRUULHG DQG WKH\ JRW D ELW PRUH µWRXFK\
IHHO\¶ DQG LQ EHG ZLWK VRPH SV\FKRDQDO\WLFDO DSSURDFKHV WR
teaching and then I think now they are not sure where they 
are.´ 232   Finally, what I felt was a very interesting observation into 
psychoanalysis and its role, if any, in college life.  The observation was 
that one could be aware of the therapeutic role of making art and its 
benefits, whilst also being aware of the problematic outcome of applying 
psychoanalytic understandings and principles to art making.  These ideas 
were then contrasted with the view that a recent exhibition from the 
0DXGHVOH\¶V&ROOHFWLRQµ3DWLHQW$UW¶WRJHWKHUZLWKµ(VWDEOLVKHG$UWLVWV$UW¶, 
dissolved false divisions and demonstrated that it does not necessarily 
matter, because the only thing that matters is what is seen.  ³7KLV LV D
ELJ TXHVWLRQ LVQ¶W LW WR GR ZLWK DUW DQG WKHUDS\  , VXSSRVH DQG
though I completely recognize the therapeutic method of making, 
the idea of psychoanalyzing someone through his or her making 
seems to me quite problematic at times and I think it¶V much more 
interesting.  Two things are interesting; one is looking at objects 
that have been made as part of the culture that they come from 
and, of course, you might use psychoanalytical or anthropological 
understandings to see that on a broader cultural level and an 
individual level.  One of the most interesting exhibitions that I 
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looked at recently is one that John Thompson curated at 
Whitechapel ± an artist curated project ± where he was using a lot 
RI ZRUN IURP WKH 0DXGHVOH\¶V233 Collection and a lot of work by 
established artists and making the point that there is no 
difference.  We look at these things together in a sense that things 
to do with mental health and art in the same way; we all have 
VSHFLDO QHHGV DW VSHFLDO WLPHV VR ORRNLQJ LV LPSRUWDQW´.234  This 
RSHQV D FKDOOHQJH WR WKH SKLORVRSKHU $ODLQ %DGLRX¶V SRVLWLRQ LQ KLV
criticism of SV\FKRDQDO\VLV XVLQJ DUW µIRU LWV VHUYLFHV¶ he posits another 
ZD\ RI µWKLQNLQJ¶ DERXW SV\FKRDQDO\VLV DQG LWV UHODWLRQVKLS WR DUW
practice.235 
  
In response to James ElkLQVVWDWHPHQW³WKDWDUWFDQQRWEHWDXJKW´236 there 
ZDVRQHGHILQLWH µ\HV¶ WR WKH LGHD WKDWDUW FRXOGEH WDXJKWDQGDYLVLEOH
hunger for knowledge about art practice, ³, WKLQN,DPPXFKPRUHRI
the position that, as in any creative discipline, art can be taught 
and there is a hunger for people to understand art, not only in art 
colleges.  You have just to go around galleries to see the 
popularization of contemporary art and I think, through 
knowledge and understanding and the looking at things, that 
people get more into LW´237  One tutor challenged Elkin¶s idea that art 
has not gone beyond Bauhaus and said: ³LWVHHPVVWUDQJHWKDW Elkins 
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stops at Bauhaus.  I think the simplest way to talk about it is 
to look at the way we talk to MA applicants; they are the people 
that make decisions on their area of interest, their projects, they 
set agendas and the college and its workshops and tutors and 
their peers and this is the most important aspect of this, with their 
immediate colleagues, other things that will help challenge and 
critique and support their own investigation and, in a sense, 
teaching depends on this.  Teaching means encouraging self-
awareness to stretch themselves, to reassess what they do, then 
that probably can be taught, it probably works when it is not too 
didactic.´238 
 
Whilst there may be a feeling that teaching thrives best when it is not too 
didactic, µWHDFKLQJ¶ ZDV RIWHQ seen under the headings of guidance or 
coaching, support etc.  ³, WKLQN DUW SUDFWLWLRQHUV DUH FRDFKHUV  :H
are like the guys on the bicycles with the runners peddling along; 
\RXJRRQ WKH MRXUQH\ZLWK WKHPEXW\RXFDQ¶W WHDFK WKHP <RX
FDQ¶W WHDFK FUHDWLYLW\ EHFDXVH HYHU\RQH KDV WKHLU RZQ ZD\ RI
negotiating, particularly the points where they are stopped and 
what stops them is so unique, so individual.  This notion that you 
can apply a formula to delivering outcome is wrong; LW¶VOLNHZKDW
I was talking about with art practice ± a production-line mentality.  
,FDQ¶WDSSO\WKDWWRP\SUDFWLFHVRZK\ would I adopt it for my 
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teaching?´239  What Elkin¶s has not written about and is relevant to art 
practice and teaching today in art schools, is the role or awareness and 
influence of a psychoanalytical approach to encountering emotions; 
consequently, a psychoanalytical or analytical engagement with concepts 
VXFKDVµLVRODWLRQ¶is a tool to develop a capacity within art practice.  ³,Q
2000, I went to meet Louise Bourgeois and I went to one of her 
salons and I showed her my drawings and she asked me about my 
teaching, and she said, as she was quite confrontational as she 
was, ³Why do you teach?  How do you teach?´ She was obviously 
being quite provocative ± the idea of teaching art and I explained 
a couple of projects I had been doing with some foundation 
students and RQH RI WKH SURMHFWV WLWOH ZDV µIsolation and 
&ODXVWURSKRELD¶.  So the foundation I have taught for a number of 
years is a bit of a joke with the other tutors, what goes on in that 
class is quite strange because my practice is informed from a 
deeply psychoanalytical base.  The projects I teach and my 
approach to teaching, is always from that angle so that is my area 
of interest.´240  
 
The concept of poiesis was again, as with the students, the most difficult 
to engage with because of its meaning and its use in art practice.  There 
was a feeling there was a difficulty with the concept as a point of 
originality, as so many positions and ideas already exist; however, there 
ZDV FRQVHQVXV WKDW WKLQJV FRXOG EH µQHZ¶ WR \RX LQ the ways that you 
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ORRNDWDQREMHFWRUµQHZWR\RX¶, in terms of form.  The idea of new, as in 
subject, was thought of as exciting but difficult to discover.  ³I think the 
idea of calling into existence that which is not there before sounds 
to me like an act of creation ± you have created something that 
does not exist.  The difficulty of that as a concept is that 
everything, or so many ideas or so many positions, exist already; 
that really we are rearranging things with positions, ideas, history 
that have already existed, but we can do that in new ways which 
creates a new position.  So, although I think the idea of something 
original is very difficult, I think originality can happen through an 
individual looking in a particular way, whether that be through 
materials, art history or what have you, so that would create a 
new position.´241   Again, tKH FRQFHSW RI ERWK µPHWDPRUSKRVLV¶ DQG D
concept of µORVWQHVV¶ ZHUH favoured over the concept of poiesis; for 
example, one tutor spoke of how intrinsic obstruction was to creating the 
new and, for him, that was a definite experience but he had to work 
through various stages to bring forth new work: ³:HOO , WKLQN WKLV
relationship between obstruction and creating the new ± there is a 
relationship, there is definitely a relationship and I guess it gets 
you wondering what happens in that first moment of obstruction, 
what was there before and what happens during?´ 242   In the 
methodology of art practice, this was very similar to John Virtue¶V ideas 
around perseverance, changing his medium, holding one¶s nerve etc. were 
present in µthe methodology of the conversation¶ ³to change the scale 
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and the medium ± not a lot - to make I think what happened is 
that I carried on making painting but very slowly and part of that 
was a loss of belief in what I was doing and a dissatisfaction and 
it was probably a lack of confidence.  But during that period things 
were occurring that I would like to do, not outstandingly different 
to things that I was doing before ± enough of a difference.  I think 
in the end it was a pragmatic thing, which I was heading towards 
XQORFNLQJWREHDEOHWRµDFW¶WRPDNHQHZZRUN,WKLQNLQWKHHQG
it is because I applied for internal research funding from WSA and 
got some money and went out and brought some materials and 
something as simple as thDWZDVµULJKWQRZ,FDQPDNHVWXII¶WKDW
was probably the catalyst for active change.´ 243  Another tutor 
favoured WKHH[SHULHQFHRI µORVWQHVV¶and µQRWNQRZLQJ¶RYHUSoiesis as a 
necessity for FUHDWLYLW\  7KH µWHQHW RI DSSURDFK¶ WKDW DUWZDVQRWPDGH
within µSURGXFWLRQOLQHV¶DQGWKLVVWDWHRIµORVWQHVV¶ZDVRQHWKDWQHHGHGWR
be consciously engaged with; whereas poiesis was not a concept that was 
either thought about or something that would be engaged with  ³I think 
WKHQRWLRQRIµORVWQHVV¶YHU\LPSRUWDQW It is really a very central 
aspect of creativity, because, again, its anti-production line and 
gaining methodology and LW¶V got a humility to it because LW¶V µ,
GRQ¶WNQRZZKHUH,DPJRLQJ¶ ,WKLQNZKDWLWGRHV± unless you 
are lost, how can you be creatLYH ,GRQ¶WFDOO LWpoiesis; I call it 
µORVWQHVV¶244   There was reference also to Louise Bourgeois using an 
ability to tap into her own primitive unconscious to bring forth unknown 
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objects into the world, which did indeed seem to test the idea that both 
subject and form could be challenged by poiesis; however, in whatever 
way poiesis was engaged, the general feeling given was that it was not a 
concept that was really thought about or actively used in tutors¶ art 
practice today.  
 
5.2 Established Artists 
 
When analyzing established artists, the first noticeable fact is the 
commonality of experience when young.  The majority of established 
artists had positive, encouraging, supportive and creative teaching 
experiences at art colleges.  7KHµWHQHWRIDSSURDFK¶WREHFRPLQJDQDUWLVW
was very much centred RQDSURFHVVRIµLQGLYLGXDWLRQ¶ZLWKWKHHQFRXQWHU
either inspiring, supporting or illuminating teaching.  This was the 
experience of three of the artists interviewed as it played a direct and 
inspiring role in their lives.  ³,KDGJUHDWWHDFKHUVDWVFKRRO,ZDVQ¶W
particularly academic at school, but the people who mentored me 
the most were two great art teachers, husband and wife, and I 
was very interested in English literature as well.  It appealed to 
me becDXVHLWZDVDERXWIUHHGRPDQG,GLGQ¶WNQRZDERXWDOOWKH
orthodoxies in art, as there is in any other subject, but I felt it was 
a free space that you could reinvent yourself.´ 245;  another artist 
remarks: ³I found myself the first day, and I felt myself at home; 
brilliant people explaining brilliant things and the answers of the 
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art world began and mysteries were unlocked in Lowestoft.´246  ³I 
think, in the first instance, it was the classic experience of having 
a really quite inspired art teacher at secondary school; so this guy, 
Bruce Rennie, fetched up as the art teacher and he was extremely 
extravagant, had a camp manner and highly theatrical, passionate 
and utterly shameless in his way of conducting his life, which at 
that stage was utterly radical and hilarious to absolutely everyone, 
LQFOXGLQJ P\VHOI DV KH MXVW HUXSWHG RQWR WKH VFHQH DQG GLGQ¶W
seem to care in some way.  I think he recognized I had some sort 
of agility, OHW¶V call it agility, for drawing what have you and he 
insisted that I take it seriously, invested a great deal of time and 
anger obliging WKDW´247.  The fourth artist possessed an innate sense of 
µNQRZLQJ¶WKDWWREHDQDUWLVWZDVKLVFKRVHQLGHQWLW\: ³,GRQ¶WWKLQNWKDW
I ever thought of anything else.  I always used to draw and 
SDLQW´ 248 .  The retrospective view taken by the established artists 
HQDEOHG PH WR JHW D JOLPSVH RI WKH µLQGLYLGXDWLQJ¶ MRXUQH\ that artists 
undertook and their various µtenets of approach¶, which encouraged 
development to the contrasting µREVWDFOHV¶ and needed to be worked 
through in the life of an artist.  I would say these initial positive 
encounters of supportive teaching moulded the way they all dealt with the 
more difficult encounters of Art College.  The established artists did not 
express any enmity towards teachers but had a more pragmatic approach 
to obstacles.  ´There were good tutors all around.  I was in Iris 
0XUGRFK¶V WXWRUJURXS VKHZDVSUHWW\ZRQGHUIXO DQG LQWURGXFHG
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us to quite a lot of philosophical ideas; she was absolutely 
wonderful and the fact that she was clearly brilliant and famous 
and she took you seriously, that was a gift ± another great gift.´249 
 
In breaking down the statements into various categories, firstly, 
obstructions to self, across the board these can be seen as mainly issues 
of self-confidence: ³Talking about obstacles encountered ± starting 
off, I think self-confidence played quite a large part, which is 
where I think the notion of agility is important, I think I 
mentioned it before, because I was quite agile.  I can draw all 
right and I have a good eye to know which way up things go and 
all the rest of it, so that was terribly helpful.  I do remember for a 
long time being nonplussed.´250  Self-belief, self-doubt, the pretence 
when young of trying to be an artist, conservatism or grandiose ambition 
that was not anchored in reality, were spoken of by many of the 
established artists:  ´As a young student, the main obstacles that I 
encountered were inherently with myself to begin with, my lack of 
belief, confidence, my conservatism through lack of knowledge.  
My ambitions were lunacies, very small, very limited, because I 
ZDVQ¶WDZDUHRIWKHSRWHQWLDOWKDW,KDGRUZKDWFRXOGEHDFKLHYHG
and it took many years through art college and beyond to slowly 
incrementally build up ambition.´251  Lack of comprehension as to the 
role of an artist, lack of energy or ego to promote the artistic self to the 
world were spoken of, as was the idea of being an artist driven by 
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obsessions: ´One of the obstacles has been a sort of lack of energy 
when it comes to that necessary component that the successful 
execution of artistic life - which is to do with all the stuff that 
surrounds the making process ± the hustling, the publicity, the 
taking the photographs, the writing of the stuff and the 
photographs I have always found enervating.  You do it, but I do 
find it difficult; that was an obstacle, the diaspora of stuff that has 
WRJRURXQGRUEHVLGHWKHµDFWRIPDNLQJ¶7KHRWKHUWKLQJ,WKLQN
is, because I am aware that you can or we all have something 
inside us verging on the obsession, obsessional really and one can 
tap into that fairly adroitly ± RQHFDQOHDUQWRWDSLQWRWKDW´252 and 
³They are the same obstacles that I encounter now, massive sense 
of importance of what you are doing with a complete lack of 
reference as to why you will be doing that.  I suppose, essentially 
with massive self-doubts based on an absolute belief of being able 
to do it, so lots of paradoxes really.´253  Another factor was the need 
for single-mindedness and the subsequent lack of this quality that 
eliminates other concerns in life.  ³I am aware if you are prepared 
single-mindedly to push family and friends out of reach, walk in 
that sort of way, I have never been at all good at that.  To say no, 
WR PDNH WLPH LV UHDOO\ GLIILFXOW  , KDYH EHHQ WROG LW¶V D IDLOLQJ
PDQ\ WLPHV DQG , FDQ UHFRJQL]H LW  , FRXOGQ¶W FKDQJH QRU GR ,
think I want to change, but from the point of view of being a 
successful artist then you do need to have that single-mindedness, 
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DQG,GRQ¶WWKLQNWKDW,KDYH ,GRQ¶WKDYHLWLQDEXQGDQFHWKDWLV
for sure.´254  ³Also art students go through a mini sort of nervous 
breakdown while they are at art schools, because I have taught in 
art schoROVIRUILIWHHQ\HDUVVR,KDYHQRWLFHGLWWKH\GRQ¶WUHDOL]H
that you have to draw on yourself and you have to be self-
disciplined and self-IRFXVHGLI\RXGRQ¶WGRLWQRERG\ZLOOGRLWIRU
you.´255  
The quest for individuation through obstacles encountered in the art world 
was very noticeable in this artist: ³I tell you what the biggest obstacle 
is, it is the class system within the art world.  I am a technician 
and it has taken people a long time to realize that a technician can 
be a thinker and a creative; it has taken me many years.  It 
started at RCA when I went to a foundry course alongside a 
sculpture course with the bright young things and it was very 
trendy.  They became YBA, bright, intelligent and, from my point 
of view, slightly indulged students and I was working effectively 
as the coalman next door; and to have a class system set out for 
PHGLGQ¶WGRP\FRQILGHQFHDQ\JRRG  To be at the wrong place at 
the right time, it was not good, but at the same time brilliant 
because I sort of developed and grew basically to feel out of my 
time.  To deal with the lack of confidence and to deal with the 
insecurity based on that experience, took a long time, to not be 
tempted to join that world and try and talk about language has 
been very difficult.  To hone my own style, skill, aesthetic, school 
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of ideas has been very difficult because mostly it has been about 
me qualifying myself in the context of feeling or being a second 
rate citizen; the effect, the British class system, has been the 
major obstacle in my own self-development and the development 
of my career as well as my geography.´256 
 
Contrasting this with WKHSRVLWLYHVLGHRI µOHDUQLQJ WREHDQDUWLVW¶DOORI
the established artists were conscious of their natural ability or agility and 
VSRNHDERXW WKHSDUDGR[RI µQRWNQRZLQJ¶ WR WKDWRI µNQRZLQJ¶ WKDW WKH\
possessed something that was serious.  This slow building of ambition was 
very much nurtured by the witnessing of tutors, the necessity of being 
taken and taking seriously their art and the working through of different 
levels of maturity; the realization of doing something important whilst, 
more crucially, finding their own way.  The long term idea of the making 
of art becoming harder as one gets older was also expressed and the 
QHFHVVLW\RIDQµHPSW\FUHDWLYHVSDFH¶WRDOORZµQHZWKLQJV¶WRRFFXUZDV
touched on.  ³Well I think myself the biggest obstacle and I think 
WKHROGHU,JHWLW¶VQRWQHFHVVDULO\HDVLHUWRPDNHZRUN,WKLQN I 
found it easier twenty years ago and I think now I have got so 
many holes that I have dug all over the place; LW¶V like a very 
messy football field with craters half dug and I am going to hit the 
water table soon and LW¶V all going to link up.  I think perhaps I dig 
too many holes, WKDW¶V P\ SUREOHP %XW WKH DYRLGHG REMHFW ± 
somehow there is always that and that seems to be the overriding 
                                                             
256 Laurence Edwards interview by author, Suffolk, UK, November 19, 2009.  
5. Analysis of Interviews 
 
 
 
164 
idea.  Sometimes in the writing of empty space, Susan Sontag 
writes about that, people who meditate trying to create an empty 
space, but somehow as you get older LW¶V harder and harder to 
create that empty space because you have created so many 
pathways in your brain that somehow the empty unexcavated bit 
is hard to find.´257 
 
At the initial outset of these interviews I noticed a marked contrast 
between the present day experience of students in art college and the 
statements from the established artists about their own encounters with 
tutors in the art colleges they attended, when young.  Of course, this begs 
the qXHVWLRQµKDVVRPHWKLQJEHHQlost in teaching today"¶  It is an obvious 
conclusion that the world has changed and our expectations and 
commitments alter the experience for students attending art colleges 
today.  Yet, I feel this is possibly an over-simplification and this area of 
µGLVFRQWHQW¶ coming from students within art colleges needs further 
analysis.  By their very statements, all of the established artists 
DFNQRZOHGJH WKH LGHD WKDW µWKH RWKHU¶ LV LQWULQVLF WR both the creative 
SURFHVVDQGWRµSRVVLELOLW\¶DQGµFDOOLQJ¶WKHQHZthrough their relationships 
to their tutors who created facilitating environments and essential 
conversations for them.  I will discuss the implication of this finding, in 
more depth, in the conclusion.  
 
³, WKLQN LW DIIHFWV (talking here of a methodology of the 
conversation) in so far as it works by affirmation of ideas; and the 
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received view is that one is either informed of new things one 
GLGQ¶W NQRZ EXW DOVR WKH SDWWHUQ LV FRQILUPHG LQ RQH¶V PLQG
through those conversations.´ 258  Here, we see the conscious 
acknowledgement of the importance of the µPethodology of the 
FRQYHUVDWLRQ¶: ³Oh huge, I think conversations not about art have a 
huge place.  I realize that a lot of my art is quite oral and I am 
aware that very often I feel inspired during a conversation; it 
might be the search for the mermaid or it might be talking to 
someone who has nothing to do with my line of art.  So, if 
somebody who knows how to melt lead and draw in wire, I might 
find myself talking to someone about metallurgy or geology, the 
properties of materials really; not only that, but chance 
encounters and conversations you have with someone who might 
be a tree surgeon.  I find myself far more stimulated in a 
conversation than I would ever have been in a studio; I am not a 
very studio orientated artist´259   
 
The necessity of learning self-discipline and self-IRFXV ZDV D µJLYHQ¶ IRU
these artists.  With the established artists there was less focus on the 
practical but more coming to know or understand their mediums which led 
to a validation of the self in the process.  ³I have grown to understand 
that there is, this might sound a bit pseudo-ish but please forgive 
me, there is a sort of syntax.  Every material has an appropriate 
syntax, a sort of grammar and we were all brought up with the 
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notion that somehow materials were dumb and somehow we 
imposed determination, will or vision on them and turned them 
into that vision by some means or another ± by hacking away or 
building them up so that they were all in the service of the goal of 
that idea.  Now, in fact, I think that is wrong-headed and I grew to 
XQGHUVWDQG WKDW LW GRHVQ¶W ZRUN WKDW ZD\  7KHUH LV D VRUW RI
insight which occurs when the materials are in your hand that 
cannot and could have been vouchsafed prior to that act of 
manipulation.´260  Another artist talked about the engagement with ideas 
conceptually: ³'R\RXNQRZ'XFKDPS¶VQRWLRQRIimframince?  It is 
very wonderful, it is the difference between something crumpled 
DQG VRPHWKLQJ LURQHG  ,W¶V MXVW this slippage between one state 
DQGDQRWKHUDQG WKDW¶V YHU\ much my territory.  ³,VLW Liminiality?´ 
(My question.)  ³<HVLWLV,WU\QRWWREHWRRGHILQHGZKDWLWLV,DP
WU\LQJWRDFKLHYHEHFDXVH,GRQ¶WUHDOO\NQRZZKDW,DPWU\LQJWR
achieve. But I always try to keep things out of focus for myself.´261 
 
The challenges relating to college life related to their own studio work, 
individuating quests and the demands of expression; hence, the validation 
of the technician over that of the academic, the class system that 
RSHUDWHV ZLWKLQ DUW FROOHJHV DQG D VHQVH RI RQH¶V RZQ LPSRUWDQFH DQG
individuality against the norm.  The emotional semi-breakdown that arises 
IURPWKHVWUXJJOHWRH[SUHVVµnon-UHFHLYHGLGHDV¶DQGUHDOL]DWLRQWKDWµDUW¶
is about the self can strictly be seen as a challenge to the self, a call to 
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individuation, that GHULYHV IURP WKH µREVWDFOH¶ RI EHLQJ DW art college, 
through the necessity to produce and articulate work.  As one of the 
tutors remarked, the very act of being at Art College creates obstruction 
and what the artist does with it varies.  General feelings of being at the 
wrong college at the wrong time in the wrong town were expressed but, 
again, did not come across as major failures, more as difficult encounters 
that were passed over: ³I went to Manchester as a way of moving 
RXWRIKRPHDQGDWWKDWSRLQWWRJHWRXWRI/RQGRQ,GLGQ¶WOLNH
Manchester; I spent three years at Manchester really sort of not 
liking it, just existing, in a serious way under an existential cloud.  
I was the grumpy person at the end of the bar.  And I painted, and 
at the end, I stopped painting, but by the end I had actually got 
into Chelsea so graduated by some massive fluke.  And I 
completely, at the end of my time at Manchester, had changed my 
ZRUNDQGWKH\GLGQ¶WOLNHLWDQG,HQGHGXSJHWWLQJDEXW,KDG
DOUHDG\JRWWHQLQWR&KHOVHDVR,GLGQ¶WFDUH.´262 
 
There were four distinct approaches in relation to the question about 
whether there had been a change in their relationship to obstructions to 
the advancement of their practices.  The first expressed learning from 
experience and working through of anxiety through perseverance, coupled 
with resisting outside influences.  The second interviewee denoted a 
growing confidence in the self, so much so there was a conscious 
DZDUHQHVV WKDW KH KDG FUHDWHG D µKDUVK¶ space, (my emphasis), which 
was seen as a necessity of the creative process in creating a facilitating 
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environment: ³You know that you need the grit in the oyster in 
order to create the pearl and so, for example, I purposely, much to 
WKHDQQR\DQFHRISHRSOHZKRZRUNKHUHGRQ¶WPDNHDQLFHVWXGLR
IRUP\VHOI6RSHRSOHKDYHWRVXIIHULWP\VWXGLRLVDVHZHU,W¶V
the lowest of the ORZHVWLW¶VDKDUGSODFH,W¶VGLUW\LWVGXVW\LWV
GDUNEXWRXWRIWKDW,ILQGWKDWLWIHHGVP\FUHDWLYHVSDUN,GRQ¶W
want it to be too comfortable that would kill my art.´263 
 
 The conscious acknowledgment of the necessity for people to be around 
in studio space for the mutual exchange of ideas and the creation of a 
growing self-confidence in both parties was spoken about as a necessary 
µWHQHW¶RIDSDUWLFXODUVWXGLRSUDFWLFH.  ³, GR EHOLHYH WKHUH LV D VRFLDO
dimension to my practice, which is what this is and I feel 
passionate about it.  So that sort of development, which has come 
out of necessity, has become a philosophy.  So the idea that I 
needed to share my studio and was forced to share work through 
the process of my bronze casting, so I needed help, so I had to 
deal, had to share, or show how to do.  So to begin with, it was 
mediated by other people who were in the world of education, but 
it has slowly developed in my social world in two spheres.  I have 
a hierarchy of people that come in from the established 
professional reputation base, as it were from London, who come in 
and work alongside me or I work with them.  Then I have the 
student world that comes in and assists and helps and takes 
studio space and learns.  So I have these two worlds that I am a 
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part of and that I am in the middle of and then there are the 
established artists who are on the journey with me and that is 
very important and each of those has affected my dealing with 
obstacles.´264 
 
Thirdly, the acknowledgement of the developing maturity of the artist in 
his understanding of the innate nature and capacity of materials that 
cannot be known before the process of making and the realizations that 
one¶s own sensibility has become embodied in the object; the necessity of 
learning from one¶s peers.  An idea that art is particular and for the artist 
it is not about looking back, even though one may go full circle and visit 
an original idea from years ago.  There is a confidence to work through 
WKHµXQNQRZQ¶WRKROGWKDWWHQVLRQRIµQRWNQRZLQJ¶DQGWRILQGDSODFHWR
dig for the object, that art is a process of finding the place to dig.  
 
The consFLRXVQHVV RI WKH QHFHVVLW\ RI µWKH FRQYHUVDWLRQ¶ ZDV VHHQ DV 
intrinsically important to creative processes in all cases bar one: ³6R
really conversations are very important.  The more successful you 
EHFRPH DV DQ DUWLVW LW¶V YHU\ KDUG WR KDYH WKRVH FRQYHUVDWLRQV
those kinds of conversations with your peers.´265  There was also a 
feeling that there were few conversations to be had and, moreover, the 
overriding conversation was with the self.  ³There are very few of 
them.  $UWLVWVLQP\H[SHULHQFHGRQ¶WWDONDERXWDUWLQWKDWVRUWRI
way and, as you get older, I think conversation often gets more 
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and more difficult, because in a way, you have been having a 
conversation with yourself, which is quite difficult for anyone else 
to join in with.´266  Those artists, who deemed the importance of the 
conversation as tantamount, varied in their description of how the 
µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ ZDV HQFRXQWHUHG  Therefore, these 
conversations expressed various concerns, from the idea that 
conversations outside artistic disciplines were extremely important and 
intrinsic to inspiration to the necessity of conversations that affirm 
existing ideas.  The creative use of language for opening new levels of 
experience in the creative process was put forward as a creative tool as 
was the absolutely necessity of µWKHRWKHU¶LQVWXGLRSUDFWLFHZKLFKbrought 
about the practical engendering of a space to call the conversation so 
there can be a permanent, stimulating and critical scenario close at hand  
³So I am happy for all the artists to be in their little spaces doing 
what they want to do, but I have to be in a place where they all 
meet, where they are sociable.  So I get the benefit of ever\RQH¶V
dismissive comments, offhand comments or unguarded comments, 
so I have a permanent critical scenario around me which is white 
noise and which I would be very surprised if many people could 
handle.  But I have had to learn to have it in order to create this 
social world that I deem important.´267 
 
7KHVWDWHPHQW ³GRHVDUW VWDUWZLWKDEODQNFDQYDV"´Grew two quizzical 
and hesitant answers and two clear answers of affirmation and denial.  
                                                             
266  Howard Rogers interview by author, London, UK, January 13, 2011.   
267  Laurence Edwards interview by author, Suffolk, UK, November 19, 2009.  
5. Analysis of Interviews 
 
 
 
171 
First of all, the concept seemed difficult to envisage but the advantages of 
GHDOLQJ ZLWK DQ µHPSW\ VSDFH¶ DV IDU DV WKH FUHDWLYH SURFHVV ZDV
concerned seemed very beneficial in the progression of confidence in a 
creative ability.  The problem with the literalism of the idea was 
suggested, in that as soon as we think then it is no longer a blank canvas 
and this was also where it was not engaged with as a possibility; for the 
artist speaking, DUWVWDUWV IURPZKHUH µZH DUH¶ (my emphasis), which is 
not blank.  ´1R , WKLQN LW GRHVQ¶W we start from where we are, 
which is not blank.´ 268   The only affirmative answer saw the blank 
canvas as an µDOLYH¶REMHFWWKDWFRQVXPHGDOOWKDWZDVDURXQGLW LQWRWKH
empty space.  ´Literally for me, yes, but I think it sucks up on 
everything that is around and in you, so it is like detritus all 
DURXQG\RX´269 
 
³6KRXOGZH OHW WKHDUWZRUNVSHDN"´ 7KH LGHDVDURXQG WKLV WRSLF UDQJHG
from the idea that it would be refreshing to let the artwork speak, to the 
FRQWUDVWLQJLGHDWKDWLGHDVDURXQGµVKXWWLQJWKHDUWLVWXS¶FRYHUHGan old 
LGHDRI µWUXWKRIPDWHULDOVGLFWXP¶ WKDW LVZHVKRXOd just let the artwork 
speak.  There was an idea expressed that is employed by psychoanalysts, 
RI QRW ILOOLQJ WKH µVSDFH¶ RI WKH µDUW REMHFW¶ ZLWK WRR PXFK RI RQH¶V RZQ
desire and, thereby, allowing the object to be used by the viewer for 
transference purposes; here, the psychoanalyst tries to keep a lot of his 
RZQµHYHU\GD\VHOI¶RXWRIWKHDQDO\WLFDOHQFRXQWHUVRFUHDWLQJDVSDFHWR 
µWKLQN¶DERXWWKHSDWLHQWThere was also an idea of just how important 
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words are in relation to the art object, to clarify and clear any obfuscation 
that may occur and a feeling that you cannot come to an art object 
without a massive amount of knowledge.  ³I think it is a thoroughly 
machismo view of sculpture, (the artist here is talking about the 
FKRLFH µQRW WR VSHDN¶ DERXW WKH DUW REMHFW, and basically I think 
words are used to the very best of one¶s ability to insinuate 
themselves within the experience you are trying to describe and 
every effort should be made to do that appositely and with as 
PXFKJUDFHDQGHOHJDQFH 7KDW¶VZKDWZRUGVDUH IRU LW¶V not to 
confuse the one for the other because they can be used to 
obfuscate, blur, as readily as they can be used to clarify ± they 
should be used to clarify´270 
 
The question of how relevant psychoanalysis was for artists drew reluctant 
comments from two artists.  They admitted that they could not deny the 
therapeutic aspect of making but were very wary of the blur between 
therapy and art and the view that art was not a problem that needed to 
be solved or understood but to be judged on its results.  There were two 
positive reactions to the question; one a curiosity to the areas that 
psychoanalysis investigated, which stood outside common cultural trends 
that could be informative and interesting and two, a memory of having 
felt like a psychoanalyst when teaching and the idea around art which 
makes it a process of analyzing, so that we as artists draw on many fields 
of understanding.  ³Yes I am sure there is. I did think when I was 
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teaching I felt a bit like a psychoanalyst.  I certainly did.  Yeah, I 
think there is room for every kind of activity in art practice, 
whether it be science or history or geography or astronomy´271 
 
The question of how artists call new work covered many different 
concepts, to do with call, emergence, memory and image, destructive 
forces, metamorphosis and the beginning of the conversation between 
artist and objects.  This seemed an easily accessible question for all the 
artists, as they were able to freely articulate exactly how this process 
worked for them.  To begin with there was the interplay of conscious and 
unconscious images and memory playing within time and coming together 
in RQH¶V head.  There were strong references to BDFKHODUG¶V3DUDGR[WKDW
µWKH LPDJHKDV WRVWLU WKHGHSWKVEHIRUH LW UHDFKHV WKHVXUIDFH¶ZLWKDQ
example of work that had come through an encounter as a young man in 
art college, which, many years later, was only now manifesting in an art 
object.  ´So I think what happens is that we consciously and 
unconsciously ± there are some images if you like, OHW¶V call them 
images, some moments, images stay with one just as some 
PHPRULHVVWD\ZLWKRQHDVZHGRQ¶WUHPHPEHUHYHU\WKLQJVRPH
images stay with you, a reflection in a puddle or whatever it is, 
and at another time and unbidden one finds a correspondence in 
another part of RQH¶V experience.  So, correspondence is most 
probably the key word.  Those can be completely disparate 
experiences, and completely disparate in time, but there is a sense 
that they begin to inhabit WKHVDPHVSDFH LQRQH¶VKHDGRU WKH\
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can be made to inhabit the same space in RQH¶V head, and I think 
WKDW¶VWKHEHJLQQLQJRIZKDW\RXDUHWDONLQJDERXW,WVRXQGVOLNH
a call.  I can remember also going gliding, that feeling was 
sufficiently powerful to stay [the experience was when the artist 
was a young man] and found its correspondence in some material 
that I was handling and twisting (in the present time) and 
basically, if I can describe it in a very crude way, you have a 
vertical thing and it collided with a horizontal thing turned (the 
embodied memory of the physical memory of gliding).  I do it in 
the gesture quite naturally; you get what I am getting at in the 
gesture.  It is a kind of affirmation of that feeling, done through 
pointing a torch, LW¶V like pointing a torch, something comes up and 
\RXWKLQNWKDW¶VDPD]LQJ´272  There was an idea of metamorphosis and 
WKDWZRUN GLG QRW FRPH µRXW RI QRWKLQJ¶ EXW FDPH WKURXJK HQJDJHPHQW
with old work and was an example of the way the artist experiences the 
µQRW\HW¶DUWREMHFWZRUU\LQJEHORZWKHVXUIDFHZDLWLQJIRUHPHUJHQFHDQG
the XVHRIWKHµFRQYHUVDWLRQ¶DVDWRROWREULQJWKLQJVWRWKHVXUIDFH 
 
´,KDYHLGHDVWKDWDUHEUHZLQJDZD\ZKLFKKDYHQRWFRPHWRWhe 
surface but a conversation might trigger them breaking through, 
or a request like the mermaid; perhaps this little mermaid wants 
to come out.  Things worry away, then they pop out. but in the 
end, the only person that can get them out is me, but sometimes 
having pressure helps´273  A consciousness that often the pressure 
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(obstruction) aids the emergence of the art object, to finally, a wrestling 
with the idea in the imagination of the artist to the actual reality of the 
object, how the process of destroying the object of the imagination in the 
process of making enables the dialogue between artist and object to 
commence.  ³I have to make something to cause trouble, so I think 
,ZDQW WRPDNHD ILJXUHDQG , FDQ LPDJLQH WKH ILJXUHDQG WKDW¶V
fine.  It looks brilliant in my dreams and I will get up and I know 
full well that it will die immediately, a death immediately I make it 
and that is the moment when the things starts and that is the 
moment when I call things´274  
 
,WZDVWKRXJKWWKDWµDUWFRXOGEHWDXJKW¶EXWWKHUHZHUHVRPHFODXses and 
definitions of how far one could go.  So, first of all there was a feeling that 
you could teach, but you could not teach an artist to do great things.  So 
teaching was a dynamic, influential and educative experience that helps 
both student and tutor.  What you are doing in teaching, is allowing the 
VWXGHQWWRJOLPSVHDGLIIHUHQWZRUOGWKURXJKXVLQJVRPHERG\HOVH¶VWKH
tutors) eyes.  What was also thought of as essential to the task of 
teaching were certain virtues which were: commitment, imparting a 
feeling of worthwhileness to students, the act of being there, 
communication, the act of sympathy and conviction (my emphasis); 
all these virtues were seen as deeply significant in a student¶s ability to 
progress to becoming an artist.  ³:KDW,WKLQNDERXWLWLVWKLV,JXHVV 
WKDW,KDYHKDGWRRORQJDWLPHLQWHDFKLQJWRWKLQNWKDWLWFDQ¶WEH
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got at.  I know what you are driving at ± it is in a sense, if it can 
be put in any sort of format that can be transferred to somebody 
else, so probably not.  But what can be done, you can convey 
passion and importance and also give the technical-making tools, 
so you can convey a great deal.  So the essential bit, the true bit of 
art, is to enable oneself to somewhat vicariously glimpse the 
ZRUOGWKURXJKVRPHRQHHOVH¶VH\HVDQGWRIHHOWKeir own position 
of the world at the moment by contrast or affirmation´275 
 
The question around poiesis was engaged with quite swiftly and without 
much hesitation from the two artists interviewed, who simply gave an 
emphatic µyes¶ and expressed a curiosity as to ZKR ZRXOG DQVZHU µQR¶"  
They confirmed a feeling, which has been expressed before, that one can 
PDNH VRPHWKLQJ µQHZ¶ WR \RX DQG QRW µQHZ¶ WR WKH ZRUOG; to a final 
H[SORUDWLRQRIKRZ\RXFDQGHILQHµQHZ¶DUHDVRIFUHDWLYLW\LQDUWWKHLGHD
of being DEOHWRVKRZWKHHGJHRIµQRWKLQJQHVV¶RUWKHH[SORUDWLRQRIDUHDV
of liminiality hinted at poiesis but this was not an observable area of 
proof.  There was more a feeling for them that everything has been 
before, using the analogy of cold dark matter, we define by the edge of 
WKLQJVZKHQZHFDQQRWVHHWKH µHPSWLQHVV¶  ³So bringing into being 
WKDWZKLFKGLGQ¶WH[LVWLVZKDW,DPWU\LQJWRGREXW\RXKDYHWR
give it the edge.  If it was an embryo firearm, we know what it is 
going to become, we could fill it in, but it has been stopped.  I 
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think that is one of my favourite works, as it has not yet been born 
but its intention is there.´276 
 
5.3 Student Interviews 
 
The student interviews were conducted with mature students and this 
needs to be taken into account when analyzing the data.  The obstacles 
that were encountered at a student level came under three broad areas of 
human experience.  The first are those obstacles related to the self: 
human development and life events.  The second set of obstacles is seen 
as those obstacles that are related to practical obstacles, such as time, 
travel, space and money.  The third set of obstacles is related to what I 
ZRXOGFDOOµFRXUVHFKDOOHQJHV¶, the VWXGHQW¶V experience of college life and 
tutors.  
 
In the area of human development and life events, there were varying 
stances taken around the effect of personal and emotional development as 
well as life events having an important impact on how a student 
encounters college life.  One student stipulated that for herself, she could 
not locate a hard boundary between the dynamics of stress and encounter 
in home life and her encounter at Art College: ³, WKLQN WKH WHUP
obstacles for me probably relates more to life than to practice.  
The thing with obstacles at college is they are often to do, or are 
related to things outside college.  So any difficulties I have 
                                                             
276 Cornelia Parker interview by author, London, UK, September 15, 2011.   
5. Analysis of Interviews 
 
 
 
178 
experienced in my practice have been directly related to the 
difficulties I have had in my life, so I think the two are totally 
LQWHUWZLQHG´277  Yet on an equal par another student did not feel that 
her life outside college impacted at all on her creative difficulties, nor were 
they obstacles in relation to the self; these were seen as personal failures 
in her work and the obstacles that were encountered were put into a 
category of practical problems: ³2NZell there are practical things like 
a lack of space´278 or ³2EYLRXVO\ ZKDW , KDYHQ¶W WDONHG DERXW LI
your question is intended to embrace things like obstacles in 
terms of RQH¶V RZQSUDFWLFH,VXSSRVH,GRQ¶WLQWHUSUHWWKDWDVDQ
obstacle but as an inadequacy on my own part.  I think of 
obstacles as something that has been put there by someone else 
rather than something that is within me´279  The practical problems 
that were outlined by students focused primarily on time and money: ´6R
for me, having things like an economically viable practice, that 
NLQGRIWKLQJVRLI,GRQ¶WKDYHDORWRIPRQH\WRPDNHWKLQJV,SXW
the boundary in myself; I create the obstacle that I will make 
work that will not cost any money and that will be part of my 
ethical practice.´280  Space and travel were viewed as a big problem: 
³The first year I lived in Cambridge and I travelled to London and 
spent a night or two and in way that was a problem as well, 
travelling to and from.´281  The most vociferous part of the interview 
FDPH XQGHU ZKDW , ZRXOG FDOO µFROOHJH FKDOOHQJHV¶ where many 
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disagreements and obstructions were identified; these ranged from 
disagreement with the outlines of the various MA courses: ³A sort of 
sense of disorganization, I would say quite strongly about the way 
the course is organized´282 and research issues: ³For me personally, 
I think the obstacle that I encountered which is that the notion of 
art education in the MA situation is specifically about a research 
TXHVWLRQ WR PH , IRXQG LW ZDV NLQG RI WRR QDUURZ DQG GRHVQ¶W
allow for artists and practitioners who have quite a disparate 
practice, that notion of narrowness, or narrowing down what the 
research question is, that was one of the biggest obstacles for 
me´283  There were complaints about unavailable staff; therefore, issues 
around lack of support.  A very strong sense of disorganization within art 
colleges, a lack of respect for students and the way they were challenged 
were spoken about too.  Whilst a great level of dissatisfaction was 
expressed, I could also see there was a rationalization at MA level that, if 
µWKLQJV¶ JRW UHDOO\ EDG, then a tutor would do something about it.  
However, one also had the feeling that these students, who at times were 
µXSVHW¶DERXWWKHODFNRIVXSSRUW, ZHUHDOVRTXLWHFDSDEOHRIµMXVWJHWWLQJ
RQ ZLWK LW¶ DQG ZRXOG successfully negotiate their creative paths; the 
overriding feeling that I had when interviewing all the students was the 
µODPHQW¶ was really for wanting more stimulating and supportive 
conversations around their artwork.  ´,DPQRWVXUH,ZDVFRQVFLRXVO\
aware if they were supporting me through this time, I suppose if I 
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was failing and I really was going to drop out they would have 
done something.´ 284 
 
Of those students interviewed, I felt there was a general perception that 
there had been engagement with obstacles to the advancement of their 
practice.  At times, this could be seen as contrary to the students¶ 
experience so during interview I could identify what seemed like a 
µZRUNLQJ WKURXJK¶ RI PDQ\ GLIILFXOWLHV; for example: ³irritation of 
disorganization through applying a certain mental attitude, I went 
onto do further study, so I was mentally prepared for it, but it 
doeVQ¶WPDNHLW any easier, there are still obstacles that cause me 
frustration.´285  An idea that the students were not abandoned and the 
staff did know what stresses they were going through: ³, JXHVV WKH
whole course, in a way, is part of psychology, LW¶V testing you 
internally and externally and I am sure the tutors are aware of 
how the students will be going through these crisis at certain 
periods and I bet LW¶V pretty predictable as well.´286  An attitude of 
humour against criticism expressing a growing resilience in personality: ³I 
developed a sense of humour which seemed to KHOS D ELW´ 287  
Putting in place a monetary boundary, which in turn, would create an 
obstacle within which the artwork was forced to work: ³I will make work 
that will not cost any money and that will be part of my ethical 
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practice.´288  A developing sense of identity and creating boundaries with 
tutors on where personal artwork was aimed: ´The tutors were quite 
critical, fine.  I think the biggest obstacle I had then was having a 
sense of humour and staying on course and not being swayed 
from something I went there to do, which of course was painting, 
and they would have liked me to make a DVD, video or something 
like that.´289  This shows a developing sense of creative self and is a 
statement connected with the process of individuation.  The relationship 
to others, i.e. using peer groups for emotional and creative benefits was 
talked about as were the benefits of working through difficult research 
essay demands: ³Although I hated what I had done, I realized that 
when I had gotten to the end I had quite a relevant research 
question.´290  This was a good example of working through obstruction 
and possibly an indication that the student, no matter how ambivalent 
with the course, at some level was not fighting the tutorial process.  Yet, 
and this was across the board for all the students interviewed, there was a 
general feeling that the obstacles on the whole remained the same: ³The 
REVWDFOHV GLGQ¶W FKDQJH EXW GLG , FKDQJH" :HOO , suppose you 
have to adapt to it.´291  There was one very positive experience of 
tutorial support: ³Yes, Yes, I can, my tutor was incredibly helpful.  I 
think, unlike other people, he helped me, so if I did feel very lost 
or there was even a problem that was a personal problem or a dip 
or a lull in my confidence, he did help me and I could call on him, 
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he would be there.  I would say probably not outside of college 
hours but certainly he would say µWell, look I have ten minutes¶ so 
yes, I found him very helpful.´292  In contrast to this very positive 
experience there was also a negative experience from another student, 
whose college experience was of no support at all: ³1R , WKLQN QR´293  
There were examples of support from tutors acting as an overseers, who 
pointed to areas of repetition, alluding to the benefits of µWKH2WKHU¶LQWKH
creative process: ³,WKLQNWKHUROHRIDJXLGDQFHHOHPHQWLVKDYLQJD
tutor that shines a light on something that is quite obvious and 
\RXJRµ2KSKK\HVLW¶V that!¶ so when you are caught in your own 
work, LW¶V hard to see the wood for the trees.´ 294 
 
Turning to the question of psychoanalysis again, we can see a lot of 
varying experiences and wishes were expressed as well as surprise that 
Freudian practice was so prevalent in art schools as if had become 
outdated and no longer of interest: ³I found it quite interesting that 
so much interest was put on Freudian practice, when for most 
practical purposes we have moved on.  I suppose I just had to 
accept it; LW¶V not been an area that interests me and my art is 
PRUHFRQFHUQHGZLWKUHDOOLIHSROLWLFV´295  This was sharply contrasted 
with a longing that access to psychoanalysis could have been available, as 
a positive contributor to the making of the art object: ³I remember 
thinking at the time that if I was to go with this collection then I 
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would want some psychoanalysis, that was what I wanted to 
UHDOO\ JR ZLWK´ 296   A feedback observation was made during an 
interview about a talk, which was given by Dr. Quinn and me in May 2010 
DW:&$RQ µ3V\FKRDQDO\VLVDQG$UW 3UDFWLFH¶, which had brought about a 
µIHHOLQJ¶DPRQJVWVRme of the students which was: ³Why had we (the 
students) not encountered this before?  I have been at three 
different art colleges, many different backgrounds and it has not 
FRPH XS RQFH  , GRQ¶W WKLQN VR QRW XQWLO , PHW ZLWK \RX DQG
Malcolm and it was funny the interesting thing about the talk you 
both gave was us all sitting there goinJ µ+PPP WKDW¶V
interesting, how is it that we have not talked DERXWWKLVEHIRUH"´297  
 
:KHQ DVNLQJ WKH TXHVWLRQ µFDQ DUW EH WDXJKW"¶ DJDLQ WKHUH were no set 
views or ideas around skill, perception, being shown how to look, 
education, the construction of language, peer group benefits and the drive 
needed to make art: ³, EHOLHYH LQ D SURSHQVLW\ RU D GULYH WRZDUGV
something, so you have an innate feeling or attachment to some 
WKLQJV WKDW JURZV ODWHU RQ´298  were all discussed with three main 
statements around inabilities which centred around the IHHOLQJ WKDW µ\RX
FDQ¶WPDNHDQDUWLVW¶: ³Well this is very controversial ± \RXFDQ¶WEH
taught how to be an artist, but obviously there are things that can 
be taught that will give you some tools, so you can start on the 
URDGLW¶VDEDODQFHEHWZHHQWKRVHFUDIWVNLOOVZKLFKFDQEHWDXJKW
to some extent or certainly a way at looking at things can be 
                                                             
296  Student interview by author, (anonymized), London, UK, October 7, 2011.   
297  Student interview by author, (anonymized), London, UK, November 30, 2011.  
298  Student interview by author, (anonymized), London, UK, November 30, 2011.  
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taught and pointed out and then LW¶V up to the individual what they 
make of those tools, so that¶V a yes and a no answer; there are 
elements that can be taught but you FDQ¶W be taught to be an artist  
and I think that you can be taught the skills, I think you can be 
taught the thought processes, I think you FDQ¶W be taught to push 
those boundaries and look for something else and look in a 
FUHDWLYHDQGRSHQZD\DQG,GRQ¶WWKLQN\RXFDQEHWDXJKWWKDW,
think is entirely up to the individual but LW¶V good to have art 
colleges in place for anybody who wants to go.´299  The whole idea 
RI D EODFN DQG ZKLWH TXHVWLRQ DURXQG DUW SUDFWLFH DQG WHDFKLQJ GLGQ¶W
seem to fit into the students¶ vocabulary: ´Saying art FDQ¶W be taught 
GRHVQ¶W LGHQWLI\ WKH GLIIHUHQW FRPSRQHQWV RI EHLQJ DQ DUWLVW WKDW
are related to skill and thinking around practice and the social 
relationship we have to other artists, other concepts and 
movements, VR LW GRHVQ¶W ILW P\ YRFDEXODU\.´ 300  to the idea that 
RSHQQHVVLQFUHDWLYLW\FDQ¶WEHWDXJKWEXWSDUDGR[LFDOO\HGXFDWLRQRSHQVD
world of creativity: ³there is a quality issue that for a lot of people 
ZLWKRXWKDYLQJDQ\DUWHGXFDWLRQWKDW¶VQRWIRUHYHU\RQHEXWIRU
a lot of people.  Let me put it another way: you can see people¶s 
DUW JHW EHWWHU WKURXJK DUW HGXFDWLRQ  6R , GRQ¶W WKLQN WKDW¶V DQ
accident.´301 
 
Of all the questions asked during the interviewing process, the final 
TXHVWLRQDURXQG SRLHVLVZDV WKHKDUGHVW WR HQJDJHZLWK  ,W¶VPHDQLQJ
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KRZWRµXVHLW¶LQWKHODQJXDJHRIDUWpractice.  This question was passed 
over with the greatest speed in all bar one interview.  There was a general 
feeling that poiesis is what everyone strives for in art practice but an 
acknowledgment that it is hard to do.  Links were made to the 
individuation process: ³:HOO SHUVRQDOO\ , WKLQN , FDOOHG LQWR
existence that which was not there before in the sense that my 
education as a child was pretty disruptive and I knew it was up to 
me to put into place, so, in that sense, yes.  If we think that we 
can create anything new maybe we can for us, but almost as soon 
DVVRPHWKLQJLVµQHZ¶LWLVµROG¶E\GHILQLWLRQRIWKHPRPHQWLWKDV
been crHDWHGWKDW¶V\HVWHUGD\VR the future is something else.  I 
WKLQNLW¶VZRUWKWU\LQJ.´302 
 
The following statement shows how a student is thinking creatively into 
the concept of poiesis and her own art practice, ³I think in my 
understanding of this it has to be possible.  I think most of the 
time I am thinking about what my own work is about, you know, 
about identifying something that is new frameworks, or new 
combinations of different ideas and different practices, so to say 
LW¶V not possible would be un-empathetic to the way my own 
practice is.  I think it must be, but I have a limited understanding 
of this area´ 303 
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One artist was drawn to the relationship of obstruction to poiesis and the 
DGYDQWDJHV RI µQRW NQRZLQJ¶ WKH WROHUDWLRQ RI GLVKDUPRQ\ DQG WKH
surrendering of control in a call to the new were touched on.  An idea of 
obsWUXFWLRQ DQG WKH UHOHDVH RI D µsort of creative blindness¶, when the 
obstruction lifted is spoken about, as the student psychologically µOHWJR¶RI
difficulty: ³7RPHLW¶VDNLQGRIVHULHVRIUHYHODWLRQVDQG,WKLQN that 
is one of the really interesting things about the MA.  I remember 
writing in my diary that it was really like there were these veneers 
or cataracts.  I had this with the collection actually, there was this 
really anally-retentive holding onto a kind of order of these 
objects, that they must all be dated and there is this inventory and 
this is how it must be.  But I can remember, it was a project here 
in one of the rooms and I set it up and, VRPHKRZ , FDQ¶W
remember exactly, but I was twiddling my thumbs and being 
really frustrated.  I can¶t think of exactly how to define the 
obstruction but actually of just letting go of all that and it was a 
huge thing ± this cataract being lifted´304 
 
In assessment of the data in relation to the PhD Question µLV WKHUH D
PHWKRGRORJ\WKDWHQJDJHVZLWKREVWUXFWLRQZKLFKLQWXUQFDOOVQHZZRUN"¶
one student did use the obstacle, that is the restriction of money to create 
an obstacle out of which to call new work which was ethically driven: ³I 
create the obstacle that I will make work that will not cost any 
money and that will be part of my ethical practice´305  The other 
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obstacle that was engaged in was an approach to being stuck; that is 
engaging with the obstacle but also at the same time turning away from it 
to allow something else to happen.  This seemed to express a 
consciousness of the role of the obstacle in the creative process, as both 
students seemed consciously aware that he/she was setting up something 
WKDWPLJKWEULQJWKHµREMHFW¶LQWRH[LVWHQFH In relation to the idea of the 
µQHFHVVLW\RIWKHRWKHU¶LQWKHFUHDWLYHSURFHVVWXWRUVZHUHVHHQDVSHRSOH
who seemed to turn up to encourage a different perspective, 
conversations around ³,WGRHVQ¶WKDYHWREH like that´>P\HPSKDVLV@ 
or the tutor who µVKLQHV D OLJKW¶ [my emphasis] on an obstacle 
H[SUHVVHGDFOHDUQHFHVVLW\IRUµWKH2WKHU¶LQWKHFUHDWLYHSURFHVV7KHUH
was an overall feeling of guidance as opposed to instruction, which 
resulted in positive feedback towards the tutors.  Poiesis did seem intrinsic 
to practice, firstly at a conceptual level, with one student, as mentioned 
previously, 306  DOOXGLQJ WR µFDOO¶ WKURXJK the necessity of drive.  Most 
students felt that they could do something new, a body of work, for 
themselves, but the idea of new tRWKHZRUOGRURIWKHREMHFWµcoming into 
H[LVWHQFH¶ZDVQRWHQJDJHd with.  
 
5.4. Individuation and Poiesis 
 
At the beginning of this thesis I hypothesized that a Jungian concept of 
µLQGLYLGXDWLRQ¶ ZDV D XVHIXO DQG PRUH DSSURSULDWH XQGHUVWDQGLQg of art 
practice than that of Freudian µpathography¶ RU SV\FKR-biographic 
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interpretations of art practice.  I will now give examples of individuation at 
play in art practice.  What was interesting in this research into poiesis was 
that, in art practice, it could be conceptually defined in relation to a 
developing practice; that is, I could see µWHQHWVRIDSSURDFK¶ZKLFKDOOXGHG
to this process, in the plaFLQJRI WKHREVWUXFWLRQ LQSUDFWLFH µWKHFDOO¶ WR
the other in conversation with students, the ability to hold creative tension 
DQG µQRWNQRZ¶DOO VHHPHG WRSRLQW WRDQHPHUJLQJPHWKRGRORJ\DURXQG 
poiesis.  However, it is extremely difficult to make substantial concrete 
claims regarding the existence of poiesis in art practice.  What was more 
easily identifiable in my understanding was the evidence of a process of 
µLQGLYLGXDWLRQ¶ ZKLFK FDPH DFURVV LQ WKH MRXUQH\ RI FUHDWLYH SURFHVVHV
that was linked to psychological development in all three categories of 
interviews.  In this process of individuation, the student was becoming an 
artist at the same time as becoming more and more themselves through 
the encounter with the Art College, be it positive or negative.  The same 
can be said of the on-going studio practice of all of the artists, changing 
DQGGHYHORSLQJ 7KHHQJDJHPHQWZLWK µYRFDWLRQ¶RIDUWSUDFWLFHVHHPHG
LQWULQVLFWRWKHSURFHVVLQWKHDFWRIµEHFRPLQJ¶DQGEHLQJDEOHWRKROGWR
µZKR RQH ZDV¶ RU µZKR RQHZDV JRLQJ WRZDUGV¶ZDV HYLGent in the way 
artists spoke.  Poiesis, or what was known of it, was seen more as a 
given, or an aim; an idea, as Cox said, that all artists are engaged with ± 
trying to call the new but it was not something that was actively engaged 
with at a conscious level.  Here there seems a subtle difference to The 
Aeolian Mode, which, through a definable methodology, actively sets out 
5. Analysis of Interviews 
 
 
 
189 
tR µFDOO¶ WKH QHZ DQG , ZLOO H[SDQG RQ P\ XQGHUVWDQGLQJ RI WKHVH
differences in the conclusion.  
 
The following are examples of the individuation process at play: 
 
Here, the artist is talking about her µconnection¶ to her art, her quest for 
self-realization and to be free of her anxieties or inferiority complexes: ³,
have picked up a big knowledge of historical and contemporary 
art, but it has come through my own research (my emphasis), my 
own SUDFWLFHP\HPSKDVLV,ZDVQ¶WMXVWJRLQJWRUHDGVWXIIIRU
the sake of it.  I was never that sort of artist: my work was always 
something, about whatever I make is always something connected 
to me at some level ± maybe a level that I am not aware of.´307 
 
This is an example of the same artist being guided by a visiting tutor to 
µKROG¶ WRKHURZQ LQGLYLGXDWLRQ: ³, ZDQWHG WR EH DQ DUW WKHUDSLVW DW
WKDW SRLQW DQG D YLVLWLQJ DUWLVW VDLG WR PH µ, WKLQN \RXU ZRUN LV
really too strong to make that decision right now.  You really have 
WRJR IRU LWZLWK\RXUSUDFWLFH¶ DQG UHDOO\ UHFRPPHQGHG ,GRDQ
MA; none of those other tutors picked me up as one of those star 
students.  ,GLGQ¶W ILW LQWR WKHER[± the intellectual box.  It was 
REYLRXV , ZDV GHGLFDWHG , GLGQ¶W ILW WKH SLFWXUH RI ZKDW ZDV
expected of me.´308 
 
                                                             
307  Sarah Woodfine interview by author, London, UK, November 10, 2011. 
308  Sarah Woodfine interview by author, London, UK, November, 10, 2011. 
5. Analysis of Interviews 
 
 
 
190 
These are three examples of students linking poiesis to an individuating 
process in art prDFWLFHDQGWKHUHDOL]DWLRQRIµWKHVHOI¶; the question being 
asked waV µLV SRLHVLV LQ DUW SUDFWLFH SRVVLEOH"¶  ³, WKLQN, in my 
understanding of this, it has to be possible.  I think most of the 
time, I think thinking about my own work is about, you know, 
about identifying something that is new frameworks, or new 
combinations of different ideas and different practices, so to say 
LW¶V not possible would be un-empathetic to the way my own 
practice is.´309  (This student was quoted in less depth in the analysis of 
students) ³I think art practice is doing exactly that; that is bringing 
into existence that which was not there before.  In other words, I 
think one of the important roles of art is to show people 
VRPHWKLQJWKDWWKH\KDYHQ¶WVHHQEHIRUHRUWRJHWSHRSOHWR ORRN
at things in a different way.  We are all striving for that, but in our 
darker moments we know really LW¶V very difficult to create 
something new, and we all strive for it and tKDW¶V JRRG´310  This 
artist is talking about how art enables her to bring into her life as an 
artist, µsomething that was not there before¶ ZKLFK DOVR H[SUHVVHV an 
emerging, individuating self:  ³Well, personally I think I called into 
existence that which was not there before in the sense that my 
education as a child was pretty disruptive, and I knew it was up to 
me to put into place, so in that sense, yes.  If we think that we can 
create anything new maybe we can for us, but almost as soon as 
something LVQHZLW¶VROG, by definition of the moment it has been 
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FUHDWHGWKDW¶V\HVWHUGD\, so the future is something else.  I think 
LW¶VZRUWKWU\LQJ´311 
 
Here, the artist is talking about the on-going change and discovery of 
language drawn into his practice and driving him on in discovery and 
heralding a change of perception: ³The feeling is very much, you 
know, as you acquire a vocabulary LW¶V not often a conscious word 
acquisition; it happens according to need and it becomes 
LQFRUSRUDWHGLQRQH¶V scheme of things, and it gives you a grip on 
the world and one is terribly conscious at a later date of running 
into new words, new vocabulary which is potentially useful.  I get 
WKH VDPH IHHOLQJ ORRNLQJ DW %HUQLQL RU ORRNLQJ DW VRPH RI &DUR¶V
works, one is granted for a moment ± this is a bit of hyperbole ± 
one is granted for a moment, a view of the world; LW¶V like popping 
up on VRPHRQH¶VVKRXOGHUVIRUDPRPHQWDQG\RXVHHD OLWWOHELW
further, dLIIHUHQWO\RUVKLQLQJDWRUFK´312  
 
Again, with the same artist, in this example you can see the art object 
emerge from an image seen in childhood which then drops down in the 
imagination and emerges years later in service of the artistic self: ³,FDQ
remember having a paper round and being up very early in the 
morning on my bike in Dorset at the age of about 11, cycling 
around and a particularly cold frosty morning ± and at that age, 
solitarily cycling before anybody is up there was a sense of, sort of 
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possessing the world.  There was also frost on the trees and I 
remember the clarity ± seeing the tree against the blue sky, 
feeling a kind of elation that I was part of that now and I know 
with great certainty that image and that feeling found its way into 
a later piece of sculpture, much later 1970, which was reflection 
and stilling, and the clDULW\RIWKHLPDJH´313 
 
Here, we can see the artist individuating, by that I mean being able to go 
her own way and keep to her own interest: ³,WKLQN,UHDOL]HGLWZDVD
much more tougher number than you could ever imagine, I GLGQ¶W
realize it was all about yourself and I just thought it was about 
this received idea thing.  I was useless at that and hated all that 
and I thought it was quite deliberate that I had moved from 
painting halfway through my degree to sculpture where I had 
missed all the technical processes.  So I was avoiding the issue 
even then.  So to me, avoiding the object is trying not to fall into 
this received idea and this received hole, but I realized that it was 
very emotionally demanding to be searching through yourself for 
some kind of way of expressing this non-received idea.´314 
 
In the following example we are given an idea of repetition and change 
DQG WKH LGHD WKDW WKH µDUWLVWLF VHOI¶ FDQ YLVLW WKH VDPH SODFes in her 
LPDJLQDWLRQEXWWKH µself¶ is changing and emerging: ³I am very weird 
when I make work, I never really look back on my back issue.  I 
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begin again every time which is really exhausting but somehow 
feels like the most liberating thing and sometimes I come full 
circle and sometimes I am touching on something that is near or 
LGHQWLFDO WRZKDW,PDGH WZHQW\\HDUVDJR %XW LWGRHVQ¶W UHDOO\
matter, because I have come DWLWIURPDGLIIHUHQWSODFH´315 
 
Here the artist is speaking about the work he had to do for a confident 
sense of identity to emerge: ³,ZDVQ¶W DZDUHRI WKHSRWHQWLDO WKDW ,
had or what could be achieved and it took many, many years 
through Art College and beyond, to slowly incrementally build up 
ambition.  And it is still growing, so the scope of what can be done 
and what can be achieved, people and places, is forever expanding 
in my head.  So I started expanding from a very conservative 
EDVHQRWDUDGLFDOEDVHEXWIURPDJX\ZKRGLGQ¶WXQGHUVWDQGWKH
scale of the world that he could occupy´ 316   
 
This is a good H[DPSOHRI WKHDUWLVWKROGLQJ µWUXH¶RU µRQFRXUVH¶ IRU WKH
benefit of himself: ³To be at the wrong place at the right time; it was 
not good, but at the same time brilliant because I sort of 
developed and grew basically to feel out of my time.  To deal with 
the lack of confidence and to deal with the insecurity based on 
that experience, took a long time.  To not be tempted to join that 
world and try and talk about language has been very difficult.  To 
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hone my own style, skill, aesthetic school of ideas has been very 
GLIILFXOW´317 
 
We see the artist here understanding her own chosen concept that gives 
expression and meaning to her practice; in this case, it is the concept of 
µlRVWQHVV¶.  She stresses that, for her, the nature of the creative process is 
DERXW µWKH FRQYHUVDWLRQ¶ and then goes on WR WDON DERXW µORVWQHVV¶; this 
represents a µtenet of approach¶ related to an individuating artistic self: ³I 
think the notion of 'lostness' is very important.  It is really a very 
central aspect of creativity, because, DJDLQLW¶VDQWLWKHSURGXFWion 
line DQGLW¶VJRW humility, µ,GRQ¶WNQRZZKHUH,DPJRLQJ¶,WKLQN
what it does ± XQOHVV\RXDUHORVWKRZFDQ\RXEHFUHDWLYH"´318 
 
I would say that this statement is very akin to the beginning of Jungian 
analysis, going into the psychological dark wood so to speak and there is 
definitely a paradoxical feeling which is that I have entered this process 
(analysis) to find myself but what I first encounter is that I am lost, lost in 
the unconscious or lost in life ± and, as the artist knows, this is a creative 
position.  In Jungian analysis it is seen as part of the process of 
individuation.  
 
Finally, two examples of artists struggling with their practices and the 
boundaries and demands of practice in relation to the self: ³6R for 
myself, it has taken me a long time to find the parameters of the 
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things that I am interested in.  I feel that there is a lot of work 
that I want to make and a lot of ideas I want to develop.  So I 
think that is a gradual position and the realization of the things 
that interest me about work in the studio is to the problem of the 
legitimacy of the mode of making which might be seen as an art 
form, or may be seen as legitimate as being very problematic in 
DEVWUDFW SDLQWLQJ´319  Here, the last artist shows us the importance of 
µDFWLRQ¶RUµSURGXFWLRQ¶LQUHODWLRQVKLSWRSRLHsis ± that is calling new work:  
 
³,WKLQNLWZDVDERXWWZR-and-a-half years, I made about three 
paintings and a two-and-a-half year period of obstruction and part 
of that obstruction was pragmatic; it was definitely the result of a 
pause in my practice and a kind of dissatisfaction feeling that 
some alterations had to be made.  I think that what happened is I 
carried on making paintings but very, very slowly and part of that 
was a loss of belief in what I was doing and dissatisfaction and it 
was probably a lack of confidence.  But during that period, things 
were occurring that I would like to do ± not outstandingly 
different things to what I was doing before ± enough to change 
the subject or the work or re-direct the subject of the work, but 
also change the scale and the medium ± not a lot but enough to 
make a difference and I think, in the end, it was a pragmatic thing 
which I was heading towards unlocking ± to be able to act to make 
new work.  I think, in the end, it is because I applied for internal 
research funding from Wimbledon School of Art and got some 
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money and went out and bought some materials, as simple as 
WKDW´320  
 
At the end of all the interviews I was able to develop a matrix of art 
practice (Appendix A) that emerged as a more developed matrix than the 
original matrix I had developed with Cox.  I was also able to chart the key 
findings of the interviews IRUµHDV\¶FRPSUHKHQVLRQ(Appendix A).   
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Chapter 6: Reflections and Conclusions 
 
This thesis has offered an initial analysis of the concept of poiesis and its 
application or relevance to studio practice today.  The central focus of this 
research project was to examine whether there was a methodology in art 
practice that engaged with obstructions, which in turn enabled artists to 
call new work. This would necessarily be distinct from observations on the 
PHWKRGRORJ\ REVHUYHG LQ &R[¶V $HROLDQ 0RGH, used in Broadmoor 
Psychiatric Hospital.  My research has been undertaken through twelve in-
depth interviews with art students, art tutors and established artists, 
following an outline of questions that investigates artistic attitudes to 
obstruction and poiesis in studio practice.  My research has generated 
twelve hours of original interview material, together with the presentation 
of a thesis, which shows a cross-fertilization of ideas from art practice, 
psychoanalysis, philosophy and The Aeolian Mode.  This thesis has offered 
an initial analysis of the interviews, a definition of what the µmethodology 
of the conversation¶ aims to do, together with a presentation of my own 
self-DQDO\VLV DQG VWXGLRZRUN LQ µQRW EHLQJ DEOH WR SDLQW¶ZKLFK LQ WXUQ
was contrasted with a psychoanalytical approach as well as an approach 
taken by an established artist towards obstruction. Accompanying this 
thesis is the documentation of studio practice work undertaken over the 
course of this research project and my engagement with my obstruction in 
not being able to paint.  
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In what follows I will divide the conclusion up into various sections in 
order to clarify my research reflections and conclusions.  The sections are: 
 
The Concept of Poiesis (From the Aeolian Mode to Studio Practice):  
Its Narrative of Similarity;  Its Narrative of Difference. 
The Approach to Obstruction (From The Aeolian Mode to Studio 
Practice).   
The Methodology of the Conversation 
How the Methodology of the Conversation challenges Elkins 
Theory of Teaching Practice. 
 
Subsidiary findings  
The Changing Relationship between Psychoanalysis and Art. 
In Teaching Practice and the Implications for Further Research for 
the Benefit of Teaching Practice in Art Colleges. 
 
Final Conclusions  
The Interdisciplinary Transfer of Knowledge ± What we learn from 
WKHµRWKHU¶DQGWKHFHQWUDOQHFHVVLW\RIµQRWNQRZLQJ¶DQGµDFWLRQ¶
in studio practice.  
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Similarities and Differences between Art Practice and The Aeolian 
Mode 
 
Art Practice The Aeolian Mode 
Poiesis is held in praxis, 
production ± coming into being.  
Poiesis is held in the concept 
being seen and used as a 
PHWKRGIRUµXQYHLOLQJWUXWK¶ 
The concept of poiesis is seen in 
Cornelia Parkers µExploding 
Shed¶ but this moment of change 
cannot be proven as it is held in 
perception 
Poiesis is seen and experienced 
when the patient in therapy 
reports a change in feeling, 
something that he has never felt 
or known before.  
µ&DOO¶LVPDQLIHVWLQthe artist 
turning up at studio and in 
everything the artist does 
around practice be it a 
methodology of the 
conversations, visiting galleries, 
inspiration from teachers etc. 
%DFKHODUG¶VSDUDGR[LVSUHVHQWLQ
artist¶s work. 
µ&DOO¶LVKHOGLQDPHWKRGRORJ\RI
the conversation.  The Aeolian 
modes tenets of mutative 
metaphor, poet induction and 
%DFKHODUG¶VSDUDGR[ 
The importance of the unknown 
is acknowledged as intrinsic to 
the creative process, as is 
negative capability and paradox  
The importance of the unknown 
LVDFNQRZOHGJHGLQ&R[¶VXVHRI
Edwin Muir¶VLGHD³ZHPXVW
make known what cannot be 
known´ Negative Capability. 
Obstructions are avoided. 
Obstructions are welcomed and 
thought of as being intrinsic to 
the creative process. 
Obstructions are avoided. 
The artwork, painting, image, 
contains all that is psychological 
in the artist 
Cox found that images could 
µFRQWDLQ¶GHHSSV\FKLFSDLQ 
3RVVLELOLW\KHOGLQµEHLQJ¶LQ
VWXGLRSUDFWLFHDQGµEHLQJ¶LQ
conversation with the other.  
3RVVLELOLW\KHOGLQµEHLQJ¶LQ
therapy with the other.  
 
Code: Red  = Different Tenets of Approach 
 Blue  =  The Same Tenets of Approach 
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7KH LGHDRI µWKH FDOO¶ WR 3RLHVLVZKLOVW LWZDVHQJDJHGZLWKE\ WKHYHU\
nature of being an artist, is that artists are interested in creating new 
work; it was not actively engaged with at a conscious level or seen as a 
primary aim of art practice.  It is as if, in artistic practice, the concept of 
poiesis is there at the back of the artist¶s mind or inherent in what he is 
doing, but there is no volition present to actively engage with the concept.  
When thinking about this concept, it is possible to see the simple act of 
turning up at a studio WRZRUNDVDµFDOO¶WRSRLHVLVbut this could not be 
proven.  What was notable was the difference between artistic practices 
lack of engagement with poiesis and the methodology of The Aeolian 
0RGHZKHUHWKHUHLVDFRQVFLRXVGLUHFWµFDOO¶DQGDLPWRKHOSWKHSDtient 
bring forth µWKH QHZ¶ QHZ XQGHUVWDQdings and realizations).  What I 
GLVFRYHUHGDQGZKDWGRHVDIIHFWWKHµWHQHWRIDSSURDFK¶WRWKHFRQFHSWRI
SRLHVLV LV WKDW DW WKH FRUH RI DUWLVWLF SHUVRQDOLW\ RU WKH µDUWLVWLF VHOI¶, 
artists were conscious of four capabilities that artists have, which in turn, 
can be seen to affect their approaches to art practice.  These were seen as 
µDJLOLW\¶ µDELOLW\¶ µVHULRXVQHVV¶DQG µNQRZLQJ¶  ,IZH ORRNDW WKLV WKURXJK
µDOFKHPLFDOH\HV¶where artists work in substances) and ask at the outset 
what the difference is LQ RXU µEDVH PDWHULDO¶ ZKHQ LQYHVWLJDWLQJ WKH
FRQFHSW RU WKH µXVDELOLW\¶ RI WKH FRQFHSW RI SRLHVLV, we can see that the 
µDUWLVWLFVHOI¶LVVWDUWLQJIURPDYHU\GLIIHUHQWVWDQFHWRWKHFOLQLFDOSDWLHQW, 
who may sense their core personality as a much more fragile place.  So 
the artists while articulating neurotic processes they are engaged with in 
practice, do begin their approach to creativity, when engaging with the 
concept of poiesis, from a different psychological stance.  How this basic 
6. Reflections and Conclusions 
 
 
 
201 
confidence of approach that artists have, affects the conscious 
preoccupation with the concept of poiesis cannot be quantified.  It is 
suffice to say that though many of the artists were aware of the drive to 
FDOOµQHZ¶ZRUNIRUWKHPVHOYHVWKHUHZDVQRH[SUHVVLRQRIDn urgency to 
create work that is new to the world, even though it could be argued, but 
not proved, that the parable of poiesis is visible in the work of some 
artists.  I have spoken about this in conversation during the interview with 
Cornelia Parker and oIP\GLIILFXOW\ LQ µSURYLQJ¶SRLHVLV LVat play; this is 
an extract from the interview around a discussion on the concept of 
poiesis: 
 
Cornelia Parker: ³6R EULQJLQJ LQWR EHLQJ WKDWZKLFK GLGQ¶W H[LVW LV
what I am trying to do, but you have to give it the edge.  If it was 
an embryo firearm, we know what it is going to become; we could 
fill it in, but it has been stopped.  I think that is one of my favourite 
works, as it has not yet been born, EXWLWVLQWHQWLRQLVWKHUH´ 
 
Author: ³7KDWLVZKDW,ORYHGDERXW\RXUVKHG6HHAppendix B).  I 
FDQ¶W UHPHPEHU ZKLFK ERRN LW ZDV LQ PD\EH µPerpetual Canon¶ 
ZKHUHKHWDONVDERXWWKLVWKLQJWKDW,UHDOO\OLNHZKLFKLVWKDWµLW¶VRQ
LWVZD\¶3KLORVRSKLFDOO\+DQV±*HRUJ*DGDPHUVD\VµZHDUHDll on 
RXUZD\¶321  When you look at your exploding shed, you see the 
moment of change, you can see it suspended.  I personally think, 
WKRXJK,GRQ¶WWKLQN\RXFDQSURYHWKLVWKDWWKDWLVSRLHVLV7KDW
                                                             
321   Richard Kearney, ³+HUPHQHXWLFVDQG'LDORJXH´LQ'HEDWHVLQ&RQWLQHQWDO3KLORVRSK\
(Fordham University Press, 2004), 178.  
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moment when you can just capture it.  What I have been finding 
out in this research project is the language in artistic practice is 
very different to the language of poiesis in psychoanalytical 
practice.  So within psychoanalytical practice you can be working 
with a patient and bring something new into existence by the 
ODQJXDJH DQG E\ ZKDW LV RSHQHG XS WKDW LV WKH\ KDYH D µQHZ¶
feeling that they have not had before.  But what I think for us as 
artists, or what I am trying to see, is that poiesis is held in 
SHUFHSWLRQ \RX HLWKHU VHH LW RU \RX GRQ¶W VHH LW  6o one person 
could sa\ µ<HV, , WKLQN WKDW LV SRLHVLV¶ RU DQRWKHU FRXOG VD\ µ1R, I 
think that it is metamorphosis, because there is a bit of old shed 
there and it is just changed LQWRDQRWKHUIRUP¶,W¶VDYHU\GLIILFXOW
thing that I am finding ± to define in artistic practice, even though I 
IHHODVLI,FDQVHHLW´322  
 
Before going onto explain the difficulty with the application of this concept 
in studio practice, I need to expand the two levels of understanding of the 
usability of the concept that developed through the interviews and have 
greatly enhanced the understanding of the concept for both artistic 
practice and clinical analytical practice.  When conversations were held 
around the concept of poiesis, LW FRXOG EH VHHQ WKDW &R[¶V XVH RI WKH
concept of poiesis actually concerned calling the µQHZ¶DQGWKDWZKLFKKDG 
µQHYHU EHHQ WKHUH EHIRUH¶; that is bringing µnew¶ understanding to the 
patient.  This is the way that the concept of poiesis is being used, to call 
into existence, that which has not been there before for the patient.  If 
                                                             
322   Cornelia Parker interview by author, London, UK, September 15, 2011.  
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one turns this definition to art practice, what we see are actually two 
levels of engagement and two levels of argument.  The first level, of what 
is µQHZ¶ZRUN WRWKHDUWLVWZKLFKPD\EHDNLQWR&R[¶VZRUNZLWK patients, 
is that an artist may be helped to engage or do something in art practice 
that he or she has not been done before.  Then, of course, there is the 
much more difficult task of deciding whether what is µnew¶ to the artist is 
µnew¶ to the world.  To put it another way, there could be two 
conversations about, say, Cornelia Parker¶s exploding shed where it could 
be argued that this does identify the moment of change, the breaking of a 
canon, the way the art object explodes into being, LV D µQHZ ZD\ RI
ZRUNLQJ¶SURGXFLQJDUW Conceptually, you can see the moment of change.  
Another view could be that it was not poiesis, but is, in fact, 
metamorphosis because there are bits of an old shed there.  One could 
then offer the counter argument that poiesis is not about narrative or 
components, it is about change, seeing the moment of change, the 
becoming of something, but this still could not be proven.  Whereas in a 
clinical setting one is able, at a personal level, to see poiesis at play as an 
image or a mutative metaphor comes into being and then the patient 
reports a conscious change of feeling or has access to feelings that have 
never previously been felt.  What also emerged around the concept of 
poiesis was the question of the µusability¶ of the word in studio practice.  It 
appeared that for artists, the language and concepts of metamorphosis 
and transformation, transfiguration and feelings of loss, were much more 
µXVDEOH¶FRQFHSWV0RVWDUWLVWVDJUHHGWKDWWKH\FRXOGGRVRPHWKLQJµnew¶ 
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in studio art practice, but something µnew¶ to the world was a very 
different thing.  
 
The other interesting difference that emerged between artistic studio 
practice and a psychoanalytical encounter in clinical practice was to do 
with the concept of poiesiVLWVHOI,QXVLQJ$JDPEHQ¶VGHILQLWLRQZHKDYH
access to a way of understanding that resolves the differences between 
poiesis in studio practice and poiesis in clinical practice.  Agamben said 
that pRLHVLV FDQ EH VHHQ LQ WZR ZD\V RQH WR GR ZLWK WKH µXQveiling of 
WUXWK¶ DQG WKHRWKHUwith µSURGXFWLRQ¶, which were discussed in depth in 
the µmethodology of the conversation¶.  The latter enables us to think of 
the many way DUWLVWV µFDOO¶ ZRUN LQWR EHLQJ; so for the artist, simply 
turning up in his studio, choosing her medium or holding a conversation, 
are all in service of poiesis, when it is related to drive and production.  
Nevertheless, if you contrast this with The Aeolian Mode and its use in the 
clinical setting of Broadmoor, what you see is that the core emphasis 
ZLWKLQ WKH FRQFHSW RI SRLHVLV LV WR GR ZLWK WKH µXQYHLOLQJ RI WUXWK¶  Of 
course, artists are also engaged with the concept of poiesis when they are 
SURGXFLQJ ZRUN WKDW LV µQHZ WR WKH ZRUOG¶ ZKLFK LV QRW UHOHYDQW WR WKH
clinical patient.  
 
The LGHDRIµWKHFDOO¶KHOGZLWKLQSRLHVLVDQGZLWKLQSUDFWLFHZDVHDVLHUWR
LGHQWLI\ LQ WKH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ WKDQ WKH FRQFHSW RI
poiesis as an aim, as the artists were well able to talk about what they did 
WRµFDOO¶ZRUN$JDLQ, this felt quite different to The Aeolian Mode, in that 
the artists were in an on-going dialogue with their own creative processes, 
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well able to reflect and articulate these necessities since anxieties and 
neuroses were seen just as part of the process; therefore, artists were 
easily able to identify their difficulties and obstructions.  In the application 
RI&R[¶VPHWKRGRORJ\WKHUHDUHYHU\FOHDUµWHQHWVRIDSSURDFK¶WRWKHFDOO
to the depths of the other¶V SV\FKH \HW LW LV D µVROH¶ WHQHW RI DSSURDFK
that is the conversation, whereas for the artists this is only one approach 
among many, although one undervalued by Elkins.  So to summarize, 
poiesis for artists is used with praxis (which contains a call) whereas in 
The AeoOLDQ0RGHSRLHVLVLVDERXWDµFDOO¶WRWKHHPHUgence of truth in the 
SDWLHQW¶VNQRZOHGJHRIKLPVHOITherefore, for the Aeolian Mode, the idea 
of call and truth being revealed is centrally important.  Returning to the 
FOLQLFDO K\SRWKHWLFDO H[DPSOH , JDYH RI &R[¶V PHWKRGRORJ\, where a 
patient says µit¶s snowing in July¶ DQG WKH DQDO\VW VD\V µWKLQJV FDQ¶W EH
covered up forHYHU¶, at the surface there is a frozen image that is µcalling¶ 
WRWKHXQGHUVWDQGLQJRIERWKWKHSDWLHQWDQGWKHDQDO\VWWRUHYHDODµQHZ
XQGHUVWDQGLQJ¶DV LWHmerges from the unconscious to the surface of the 
imagination.  Clinically, what is brought to the surface is through the 
image, a potential or possibility of a µQHZ¶feeling, which is more truthful, 
holds within it µQHZ¶ XQGHUVWDQGLQJV WKDW DUH unveiled; that is poiesis 
enabling truth.  Cox took this whole idea much further than Agamben did 
DQGHPSKDVL]HGµFDOOLQJ¶DVRSSRVHGWR$JDPEHQ¶VLGHDRIDQµXQYHLOLQJ¶
even though by using Bachelard¶VSaradox as a paradigm of necessity, he 
is pointing to an image emerging as well as being unveiled; however, Cox 
LVSXWWLQJLQWRWKLVG\QDPLFWKHQRWLRQRIµFDOO¶PRUHDFDOOWRVRPHWKLQJ
new, something that had not been there and by that I mean a new 
6. Reflections and Conclusions 
 
 
 
206 
HPRWLRQ $JDPEHQ¶V XVH RI WKH ZRUG µXQYHLOLQJ¶ LV SRVVLEO\ D OLWtle 
contradictory to the concept of poiesis in this thesis, in that it implies 
VRPHWKLQJ EHLQJ WKHUH EHIRUH  3RLHVLV LQ &R[¶VPHWKRGRORJy is about a 
moment, µD IHOWVHQVH¶RIVRPHWKLQJGLIIHUHQWZLWKLQWKHSDWLHQW¶VSV\FKH
that has not been there before.   
 
Looking again at poiesis and praxis, it is the idea of linking these two 
things conceptually that seems pertinent to the artist.  One is pro-duction 
(praxis) into presence and the other the idea that the art object is 
endlessly becoming and not finished; a calling to poiesis.  The analyst, 
.HQQHWK:ULJKWLQKLVSDSHUµ'HHSCalling unto Deep,¶PHQWLRQVWKLVLGHD
RI µFDOODQGDQVZHU¶, the dialectic holding within it another call.323  Virtue 
also talks about this idea of the art object not being finished.  In this 
sense, we do find a parallel process going on.  The clinical patient trying 
WRILQGDµQHZ¶IHHOLQg and the artist searching for µQHZ¶ZRUNFDQboth be 
seen as µVHOI-LQGLYLGXDWLQJ¶ ZLWKRXW EHFRPLQJ SUREOHPDWLF, if we hold to 
WKHLGHDWKDWµZHDUHDOORQRXUZD\¶7KHUHDUHSDUDOOHOSURFHVVHVLQ&R[¶V
methodology and artistic practice about how we develop and become 
more and more ourselves in our conversations, our actions and our 
understanding; the Jungian concept of individuation at play, but not 
necessarily engaged with.  %\WKDW,PHDQWKDWDSHUVRQFDQµLQGLYLGXDWH¶
without any conscious acknowledgement of the process or concern.  
Engaging with psychological material in one¶s own nature is a choice 
unless, of course, we fall mentally ill, when it may become a necessity.  
                                                             
323 .HQQHWK:ULJKW³'HHS&DOOLQJ8QWR'HHS$UWLVWLF&UHDWLYLW\DQGWKHPDWHUQDOREMHFW´ 
British Journal of Psychotherapy 14, no.4. (1998):453-467. 
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What can be seen in the interviews is that for some it is an interesting 
concern whilst, for others, psychological understandings are not engaged 
with.  Though, I do feel that, in no way, does this concept of 
µLQGLYLGXDWLRQ¶ZKLFK,KDYHIRXQGXVHIXO LQ WKHWDVNRIZRUNLQJWKURXJK
my own difficulties to paint, put the artist into a pre-conceived 
understandable box, because WKHZKROHQRWLRQRI µLQGLYLGXDWLRQ¶ LV WRGR
with the individual and only the individual has the authority to define 
himself.  
 
When thinking into artistic process and the concepts spoken about in this 
thesis, the idea of a lack of certainty in the creative process that 
PDQLIHVWV DV D µQHJDWLYH FDSDELOLW\¶ KDV, of course, a parallel in 
psychoanalytical and analytical practice.324  In my personal experience of 
analysis I found that when I did not know, action was not advised; 
whereas, for the artist that is not a concern, action takes place with or 
without knowledge.  This may be a small but significant difference in 
DSSURDFKHV WR REVWUXFWLRQV LQ JHQHUDO DQG DQ LQVLJKW LQWR WKH µGLIIHUHQW
kind of NQRZLQJ¶artists have that Cox alluded to in art practice.     
 
The Approach to Obstruction (From the Aeolian Mode to 
Studio Practice): A Narrative of Similarity; A Narrative of 
Difference.  
                                                             
324  'DYLG$UPVWURQJLQKLVDUWLFOHRQ³0DNLQJ$EVHQFHV3UHVHQW´ORRNVLQWRWKHPHHWLQJ
with Wilfred Bion, psychoanalyst, and Samuel Beckett, writer and their interests in the 
DUHDRIµQRWNQRZLQJ¶³0DNLQJ$EVHQFHV3UHVHQWFRQWULEXWLRQRI:5%LRQWR
XQGHUVWDQGLQJXQFRQVFLRXVVRFLDOSKHQRPHQD´ODVWPRGLILHG0D\http://human-
nature.com/group/chap3.html 
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Here we do find a core commonality of approach in the necessity of the 
obstruction in the creative process.  Cox devised his methodology when 
he, himself, µFRXOG JR QR IXUWKHU¶; because of his own obstruction 
encountered in clinical practice he went on to create a new methodology, 
which, in turn, HQDEOHG WKHSDWLHQW WR µFDOO¶QHZunderstanding into their 
emotional lives.  The artists in all three interview sections showed a 
conscious understanding of obstruction and the necessity of the 
obstruction in the creative processes, many welcoming, setting up and 
working through these obstructions.  Even when the concept of 
µREVWUXFWLRQ¶ZDV QRW µXVHIXO¶ LQ DSSOLFDWLRQ RU FRPSOHWHO\ DYRLGHG WKHUH
wDV D JHQHUDO UHVSRQVLELOLW\ RI DSSURDFK WR µZRUN WKURXJK¶ ZKDWHYHU
difficulties were encountered in art processes. The majority of 
interviewees held a central belief that obstruction was an intrinsic part of 
the artistic processes.  However, when dealing with obstructions artists 
generally develop their own methodologies, gathered from psychological 
engagement, practice, tutors/peer groups/ conversations and the 
experience of their own practice and struggles, which, in turn, create very 
personal methodologies.  What also emerged was a direct relation to the 
tenets of approach between what was a paradoxical encounter and what 
was a problem.  So, although the term µREVWUXFWLRQ¶ZDVXVHGLWHPHUJHG
that this idea of obstruction in art practice, from the artist¶V point of view, 
could also be seen as not being a problem at all.  The concept of paradox 
was, of course, used by Cox to overcome his difficulty in clinical practice 
and this concept was, and is, present in studio practice.  I found in my 
6. Reflections and Conclusions 
 
 
 
209 
own self-analysLVWKDWLWZDVRQO\ZKHQ,WULHGWRµVWRSPDNLQJDSDLQWLQJ
WKDW , PDGH D SDLQWLQJ¶  7KH FUHDWLRQ RI D PHWKRGRORJ\ IURP
understanding another artist¶VµWHQHWVRIDSSURDFK¶DV,GLGLQXVLQJVRPH
of the painter John Virtue¶s approaches, helped me overcome my 
difficulties and acted as an effective and stimulating methodology when it 
was tailored to my own individual needs.  
 
The individuating process of the artist¶V journey towards developing an 
engaged artistic self, necessitates a struggle to find their own way and 
their own methodologies, which are hard won through doing the work.  
2QHRIP\IDLOXUHVLQSV\FKRDQDO\VLVZDVWKDW,ZDVQRWµGRLQJ¶DQ\WKLQJ
when I had met my obstruction to paint.  $UWLVWVGRDQGWKH\ µGR¶ZKHQ
they do not know that they are doing.  I have always believed in what Iris 
Murdoch325 informs us that ³DQ\DUWLVWPXVWEHDW OHDVWKDOI LQ ORYHZLWK
his unconscious mind, which after all provides his motive force and does a 
great deaORIKLVZRUN´; however, as stated earlier in this thesis, creative 
processes are held importantly in a µmethodology of the conversation.¶  In 
assessing my own failure, I am sure one of the intrinsic failures that 
RFFXUUHGZDVWKDW,GLGQRWµOLYHRXW¶ LQP\DUHDRIGLIILFXOW\, the tension 
EHWZHHQ µQHJDWLYH FDSDELOLW\¶ DQG µDFWLYHO\ GRLQJ¶  Very simplistically, I 
was also QRWKDYLQJ µFRQYHUVDWLRQV¶ZLWK DQRWKHU DUWLVW  ,ZDV µWKLQNLQJ
DERXWSDLQWLQJ¶EXWVHHPHGnever to have reached that necessary position 
of being exhausted by my own repetition of thought and narcissism to do 
something else.  I would think if I had addressed this solipsism, held 
ZLWKLQP\RZQLPDJLQDWLRQDQGHQFRXQWHUHGDUDGLFDOµRWKHU¶WKHUHZRXOG
                                                             
325   Iris Murdoch, The Existentialists and the Mystics, (Chatto and Windus, 1997), 7. 
6. Reflections and Conclusions 
 
 
 
210 
have been more likelihood of resolution of the split between what I 
thought and what I did.  Then, perhaps, the psychoanalytical encounter 
would have broken through the obstruction into an active painting.  What 
is very interesting in this analysis of obstruction, is that only when I 
decided to adopt an µobservational¶ approach to my neurosis, i.e. not 
identify with what I was feeling anxious about, I suspended analysis, and 
employed an attitude of mind, KHDUWDQGSUDFWLFHWKDWµKHOGP\QHUYH¶; I 
then relied on my own methodology of individuation and broke through 
my obstruction to painting.  What this suggests is that the similarity of an 
artist changing a medium to enhance creative ability may be comparable 
to changing a psychological approach to enable a different psychological 
engagement.   
 
The )LQGLQJV LQ WKH XVH RI D µMethodology of the 
&RQYHUVDWLRQ¶ and its challenge to Elkins approach to the 
Limitations of Teaching Art  
 
7KHµPHWKRGRORJ\RIWKHFRQYHUVDWLRQµSURYHGWREHDQLQWULQVLFSDUWRIWKH
FUHDWLYH SURFHVV DQG EURXJKW ZLWK LW µQHZ¶ XQGHUVWDQGLQJV DERXW DUW
practice.  There is evidence of this in the way the artists talked about their 
art practices and were able to think about their differences and similarity 
to psychoanalytical processes and The Aeolian Mode. One of the most 
informative revelations in this research was that the µmethodology of the 
conversation¶ FRXOGFKDOOHQJH(ONLQ¶V LGHDof what could be taught in art 
schools.  It would seem that, in understanding the intrinsic nature of a 
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µmethodology of the conversation¶ taken from a philosophical perspective, 
we can see that DGRSWLQJ.HDUQH\¶V LGHDV ³the importance of an Other, 
and this µOther¶ is not who I envisagH EXW WKH¶ 2ther¶ that envisages 
me´326, together with the many examples in my own self-analysis, had 
HQDEOHGPHWRµFDOO¶QHZZRUN  This suggests that the idea put forward by 
Elkins that students can only be taken to a certain level, can be 
challenged.  Expanding on this understanding, one of the revelations of 
this thesis is challenging the idea of how creativity occurs.  If we take the 
example of my own conversations with my supervisors and the idea that 
art cannot be taught, firstly, ZHKDYHWRWKLQNRIµKRZZHWHDFK¶DQGZHJR
back to the idea that the experience held ZLWKLQ WKH LPDJLQDWLRQRI µWKH
Other¶ through the methodology of the conversation, has a creative effect 
on artistic process.  Therefore, to put it poetically, you could think about 
WKH SURFHVV OLNH WKLV µmeeting myself in you, I find me and µDQ 2WKHU¶
beyond what I imagine, this other cannot be reduced to any given image, 
DQGIURPWKDWPHHWLQJ,ILQGQHZELUWK¶,I,DPXQDEOHWRJRDQ\IXUWKHU, 
I cannot go beyond what I know then this encounter that is µWKHOther¶ to 
me, calls new understandings, new processes, new objects into being.  
This is not teaching didactically, but teaching through encounter, teaching 
WKURXJK WKH µFDOO¶ IURP µWKH 2WKHU¶V¶ imagination meeting another 
LPDJLQDWLRQZLWKLQDµPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶It is not that µart 
cannot be taught¶, it is that we have to expand the understanding of how 
art comes into being, stand on the periphery of mystery and think into the 
uQNQRZQSDUDGR[LFDOO\NQRZLQJµZHGRQ¶WNQRZ¶; in this way we expand 
on what is understood in art practice, if we change the glasses we are 
                                                             
326   Richard Kearney, The Wake of the Imagination (Century Hutchinson Ltd, 1988), 370. 
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looking through.  In truth, iW LVWKDWZHKDYHWRVHHWKHµPHWKRGRORJ\RI
WKH FRQYHUVDWLRQ¶ DV D SRWHQWLDO HQDEOLQJ WRRO LQ FUHDWLYH SURFHVVHV DQG
DOORZRXUVHOYHVWRFKRRVHµWKHRWKHU¶RYHURXURZQLmaginations at certain 
times.   
 
Steven Furlonger, an established artist and teacher of sculpture at Central 
St. Martins for over 25 years says this 
³So, the essential bit, the true bit of art, is to enable oneself to 
VRPHZKDWYLFDULRXVO\JOLPSVHWKHZRUOGWKURXJKVRPHRQHHOVH¶V
eyes and to feel their own position of the world at that moment 
by contrast or affirmation.´327 
 
Of course, I am not saying that our own imaginations do not carry 
inspiration that challenge the archetypes, but I am saying that Elkins, in 
KLV KROGLQJ WR WKH EHOLHI µQR RQH KDV JRQH EH\RQG %DXKDXV¶
underestimates the µmethodology of the conversation¶ in the actual 
creative call and the mystery of the creative process.   
 
Subsidiary Findings and the Changing Relationship between 
Psychoanalysis and Art  
 
At the final point of writing up this thesis, in February 2012, I attended a 
conference at The Slade on µPsychoanalysis and the Creative Process¶ that 
also examined artists through a methodology of interviews about creative 
processes.  I attended with a specific question in mind; it was an initial 
challenge that had been given to me by a fellow PhD student regarding 
                                                             
327   Steven Furlonger interview by author, London, UK, January 27, 2010. 
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%DGLRX¶VVWDWHPHQWDURXQGSV\FKRDQDO\VLVXVLQJ µDUW IRU LWVVHUYLFHV¶DQG
P\ RZQ IDLUO\ FULWLFDO ILQGLQJV RI )UHXG¶V XVH RI µVXEOLPDWLRQ¶ DQG
µSDWKRJUDSK\¶  The conference was set up Patricia Townsend, 
psychoanalyst and PhD researcher and what I encountered was very 
LQWHUHVWLQJ 0\ IHHOLQJZDV%DGLRX¶V VWDWHPHQW LV, on the whole, out of 
date.  Whilst the theoreticians did give papers using psychoanalytic 
theories such as those of Freud, Klein and Winnicott, it was definitely from 
a broader sensibility than the approach adapted by Freud so many years 
ago, which had such an influential way in the way we engage with art.  
For example, one psychoanalyst used poetry and aesthetics to access the 
artistic world, while another, their own clinical practice.  If one had to 
assess the dynamic in the room between the presenting artist and the 
psychoanalysts, you would have to say that the psychoanalysts very much 
took the approach of presenting their own creativity in practice and 
seemed to be more interested in, say, µ:KDW WKH DUWLVW LV GRLQJ¶"  7KLV
approach did seem to signify that there is a search for parallel processes.  
What was also evident was there was no presumption at all from the 
psychoanalysts to interpret the artistic process of artists by using psycho-
biography or psycho-pathography. In fact, this distancing from an earlier 
Freudian approach was emphasised a few times.  There was also a very 
FRQVFLRXV DFNQRZOHGJHPHQW RI DQ DQDO\VW¶V DELOLW\ WR EH µHQYLRXV¶ RI
artists and their creative capacities.  This, coupled with a great feeling of 
µSOD\¶ PRVWO\ HQWHUWDLQHG E\ *UD\VRQ 3HUU\¶V LUUHYHUHQFH WRZDUGV ERWK
academic and psychoanalytical processes - even though admitting most of 
his work came from his psychoanalysis) was pivotal to me in confirming 
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something tKDW , KDG VHQVHG UHDGLQJ 'DULDQ /HDGHU¶V ERRN RQ &RUQHOLD
Parker, namely that a diffuse µmethodology of conversation¶ between 
parallel processes of art and psychoanalysis is now at play in academic 
settings to the benefit of each discipline.  It seems that not only are we 
QRZ OLYLQJ LQ D µSOXUDO SV\FKH¶ZKHUH VRPH RI WKH GHWHUPLQDQWV DUH WKH
same and some are different, but also there was very much a feeling 
within the artists interviews conducted for my research, that the artist 
takes what he wants and discards what he does not require from 
psychoanalytical engagement, with texts or understandings, and maybe 
artists have always done this.  I am talking academically here, not from a 
position of psychotherapy.  7KHH[WUDRUGLQDU\LGHDIURP.HDUQH\WKDWµWKH
otKHUKROGVUDGLFDOSRVVLELOLW\¶ZDVLQWULQVLFWREHLQJDEOHWRRYHUFRPHP\
obstruction, DV ZDV HPSOR\LQJ WKH µWHQHWV RI DSSURDFK¶ IRXQG LQ -RKQ
9LUWXH¶V ZRUN WKDW FKDQJHG P\ DSSURDFK WR REVWUXFWLRQ DQG PDGH PH
implement searching for a new conversation to facilitate a new body of 
work.  In reflection, I acted from gathering in my own methodology that 
ZRXOGµVXLW¶P\DLP,VRXJKWDQHZFRQYHUVDWLRQ.  I called the art object 
within that conversation.  I fell in love with the process and the object.  I 
kept going. I interpreted my dreams.. The conversations I had with my 
supervisors were fundamental in calling new understandings and work in 
studio practice.  In the assessment of my own work I unblocked an 
obstruction that I had had for 25 years; WKHZRUN LV µQHZ¶WRPHDWWKLV
SHULRG RI P\ OLIH EXW LW LV QRW µQHZ¶ DV , FRXOG SDLQW EHIRUH  The 
obstruction to abstraction in painting is something that is on-going.  The 
key finding for myself is that the course of action I took and the µtenets of 
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approach¶ I adRSWHG HQDEOHG PH WR µIDOO LQ ORYH¶ ZLWK WKH SURFHVV RI
painting again.   
 
This PhD has sought to DQDO\]HZKHWKHUSRLHVLV LVDµXVHIXO¶FRQFHSWWRRO
LQ DUWLVWLF SUDFWLFH  ,Q DQVZHU WR P\ RULJLQDO TXHVWLRQV µ,V WKHUH D
methodology, which engages with obstruction, which in turn calls new 
work?¶ DQGµ&DQWKLVPHWKRGRORJ\EHWDXJKW"¶ I would respond that there 
is not one specific methodology; that artists create their own 
methodologies to work through obstruction but that there are µtenets of 
approach¶ found in this research into the concept of poiesis which can be 
identified as taking place in art practice which I have illustrated in a chart 
at the beginning of this concluding chapter.  
 
The Implications for Further Research or Transfer of Knowledge  
 
,ZRXOG OLNH WRDGGUHVV WKH µILQGLQJVZLWKLQWKH LQWHUYLHZV¶ LQFRQWUDVW WR
the work done by Dr. Duna Sabri LQKHUSDSHUµ1DWLRQDO6WXGHQW6XUYH\DW
WKH 8QLYHUVLW\ RI WKH $UWV /RQGRQ 9RLFH ,QWHUSUHWDWLRQ DQG &RQWH[W¶
October, 2010.  Dr. Duna Sabri has done an in-depth analysis of the 
IOXFWXDWLQJOHYHOVRIµVDWLVIDFWLRQ¶EHWZHHQVWXGHQWVDQGWXWRUVLQ82$/; in 
the opening introduction there is the suggestion that this type of research 
can be a µSRWHQW LQVWUXPHQW IRU HQKDQFHPHQW¶ DQG WR WKDW Hnd her 
research does just that.  However, I would like to suggest that some of 
the insights gathered in this research project would complement this.  For 
example, students and tutors gathering a greater understanding of 
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psychological processes encountered at Art College would be beneficial.  
Sabri¶V LQWHUYLHZ VWDWHV WKDW VWXGHQWV ZHUH µSRVLWLYH¶ LQ LQWHUDFWLRQ Zith 
tutors; she goes on WRVD\³While the NSS quantitative results reflect an 
important component of µVWXGHQWYRLFH¶WKH\RFclude the complexity and 
XQHYHQQHVV LQ VWXGHQWV¶ H[SHULHQFH´328  In her conclusions she touches 
on issues that this research project leads onto such as the difficulties 
students have with identity, the difficulty students have with criticism of 
tutors and the subsequent transference of difficult feelings to the 
university body as a whole, to avoid confrontation with teachers.  The 
pertinent question is µare students at art colleges different from students 
in other disciplines?¶ This is a psychological question and is contentious in 
quality, but has been muted in, say, 1HXPDQQ¶VGLVDJUHHPHQWZLWK)UHXG
on Leonardo Da Vinci and his argument that, on the whole, artists have a 
OHVVGHYHORSHGSHUVRQDOLW\DQGVWD\LQDPRUHµFKLOGKRRG¶RULHQWDWHGUHDOP
of psychological development and are XQDEOHWRIRUPµQRUPDOUHODWLRQV¶329  
I think there is room here for research without pathologising the student 
or applying pathography which could be aided, for example, by teaching 
at degree level some JXQJLDQ XQGHUVWDQGLQJV RI µLQGLYLGXDWLRQ¶  This 
would be beneficial, as it would bring to consciousness the difficulties in 
the task of being an artist that would enable a less conflictual approach to 
their own practices.  Of course, to a degree this is already taking place 
with the tutors teaching through their own experiences; however, I think 
if this area was more consciously engaged with, and identified, it would 
                                                             
328   'U'XQD6DEUL³9RLFH,QWHUSUHWDWLRQDQG&RQWH[W´LQ1DWLRQDO6WXGHQW6XUYH\DWWKH
University of the Arts, London (September, 2010). 
329  Erich Neumann, Art and Creative Unconscious, (Bollingen Foundation Inc., 1959), 16, 
17. 
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really have very advantageous effects on art practice and would focus 
upon artistic advantages inherent in the artistic personality as such.  It 
ZRXOGDOVRVWRSDORWRIWKHWUDQVIHUHQFHRIµGLVDSSRLQWPHQW¶WKDWis due to 
personal difficulty and not institutional failure.  Obviously, I am not 
discounting organizational failure, but seeking to advance on the findings 
from the interviews.  Reading through the interviews, you will see in 
examples of, say, Laurence Edwards 330 and a student 331, how they were 
able to hold on to their own identity despite external pressures; not all 
students are able to do this and, again, it would be advantageous to the 
students if this area of understanding could be made more evident and 
discussed.  I would also suggest that giving students more information 
DERXWWKHFRQFHSWRIµLQGLYLGXDWLRQ¶would benefit students¶ engagement at 
art colleges; in the same way, during an interview with a tutor of 
painting332, LWZDVVXJJHVWHGWKDW µWHDFKLQJYRFDWLRQDODUW¶ LQWKHSUHVHQW
GD\ PLOLHX RI FRPPHUFLDOLVP ZDV QHFHVVDU\¶  To expand on the point, 
LQGLYLGXDWLRQ LV WKH µVXLJHQHULV¶RI WKHDUWLVWDQG, to that end, the more 
understanding one has of the difficulty of the task of being an artist, 
without pathologising the artist, the easier it is to deal with RQH¶V own 
nature as an artist.  I think Steven Furlonger¶V FRPPHQW WKDW µD ORW RI
DFWLQJ¶JRHVRQLQDUWVFKRROV¶333, coupled with a conscious understanding 
RI D µPHWKRGRORJ\RI WKH FRQYHUVDWLRQ¶, would enable both students and 
tutors to address some of the dissatisfactions that are present in student 
dialogue.  That is, for the VWXGHQWWRVHHNRXWWKRVH µWXWRUV¶, µSHHUV¶ and 
                                                             
330  Laurence Edwards interview by author, Suffolk, UK, November 19, 2009. 
331  Student interview by author, (anonymized), London, UK, October 14, 2010.  
332  Daniel Sturgis interview by author, London, UK, September 28, 2010.  
333  Steven Furlonger interview by author, London, UK, January 27, 2010.  
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µRWKHUV¶ WKDW EULQJ VRPH µRWKHUQHVV¶ WR WKH FRQversation around art and 
WKDW WKH µREVWUXFWLRQ¶ RQH HQFRXQWHUV, be it in conversation or in actual 
studio practice, are intrinsic to the process.  I would argue that there is an 
undervaluing of this form of teaching in present day teaching models, 
which may go some way to explaining why the µHVWDEOLVKHGDUWLVWV¶LQWKLV
research project, had such positive experiences at college; it seemed 
PRVW RI WKHP KDG µIRXQG¶ WKH FRQYHUVDWLRQV WKH\ ZHUH ORRNLQJ IRU
However, among the students interviewed there was only one student, 
out of four, who had had a positive experience, which would imply the 
students had not found the conversations they were looking for, despite 
the good intention and the aim of tutors.  The idea of the µmethodology of 
the conversation¶ being as intrinsically important to creative growth and 
opportunity, cannot be underestimated and, I think, LI WKH µLQWHQWLRQ¶ RI
understanding and the benefits of dialogue were better understood, then 
the conversations that were had would have more institutional 
investment.  
 
At the end of this thesis and before the final points of conclusion I would 
like to quote RiFKDUG .HDUQH\ DQG KLV LGHD RI µ2WKHUQHVV¶ WKDW LW LV
essential to the life of poiesis.  This PhD thesis has looked to not only 
investigate this concept but explore areas that are relevant to it, to see if 
DµQHZ¶ZD\RIWKLQNLQJDERXWDUWSURFHVVHVFDQEHencountered: 
 
³For art, as an open-access laboratory of imaginative 
exploration, is one of the most powerful reminders that history 
is never completed.  As such, art can remain the most 
persuasive harbinger of a poetics of the possible.  But in order 
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to realize this promise, it must continue to believe that a poetic 
imagination can play a liberating role in postmodern culture.´334  
 
In the final assessment of this body of research I would offer the following 
conclusions:- 
 
x That poiesis is present in art practice but its engagement is 
different to that found in The Aeolian Mode, emerging through 
SUDFWLFHUDWKHUWKDQDVµUHYHDOHGWUXWK¶ZKLFKLVDnecessity of The 
Aeolian Mode and psychoanalytical and analytical psychology.  
x That this research project has enhanced the understanding of 
poiesis in both art practice and clinical practice.  
x 2EVWUXFWLRQIRUµPRVW¶DUWLVWVLVLQWULQVLFWRFDOOLQJQHZZRUN. 
x 7KH LGHD WKDW µDUW FDQQRW EH WDXJKW¶ FDQ EH FKDOOHQJHG E\ WKH
µPHWKRGRORJ\RIWKHFRQYHUVDWLRQ¶  This challenge was taken up in 
my own self-analysis and the subsequent realizations/achievements 
REWDLQHG WKURXJK µWKH PHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ LQ Whe 
interviews with students, tutors and established artists. 
x 7KH µPHWKRGRORJ\ RI WKH FRQYHUVDWLRQ¶ LV D YDOLG WRRO LQ FUHDWLYH
processes and challenges the idea that art starts with a blank 
canvas. 
x 7KDWµWKH2WKHU¶LQWKHLPDJLQDWLRQFUHDWHVUDGLFDOSRVVLEility. 
x That the JXQJLDQFRQFHSWRIµLQGLYLGXDWLRQ¶VXLWVthe artistic process. 
x 7KDW$ODLQ%DGLRX¶Vcriticism of psychoanalysis is outdated.  
x That µpathography' is not a valid tool for understanding artistic 
practice.  
                                                             
334  Richard Kearney, The Wake of the Imagination, (Century Hutchinson Ltd., 1988), 371. 
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Appendix A: Glossary 
 
Alchemy is the ancient attempt to create the philosopher¶s stone and 
mutable gold.  It held the idea that the soul was trapped in matter.  Jung 
VDZ WKH µRSXV DOFK\PLFXP¶, the work of alchemy, as an unconscious 
projection and process of individuation, which starts with an unconscious 
content (prima materia) and ends with the realization of the self-symbol 
(the philosopher¶s stone), so for our purposes you would encounter the 
µSULPDPDWHULD¶DWWKHEHJLQQLQJRIDERG\of work which you are trying to 
transform.  In alchemy processes arising from individual psyche are 
described and encoded.  The µsorer mystica¶ (alchemical sister) is 
sometimes real, sometimes fantasy; in Jungian interpretation the 
alchemical sister is the sister that represents WKHPDOHµVRXO¶, the task of 
individuation WKDW HQWDLOV WKH WUDQVIHUHQFHV RI WKH PDQ¶V DQLPD RQWR D
woman and vice a versa in the interests of individuation. 
 
Anima Mundi can be VHHQDVµWKHVRXORIWKHZRUOG¶RU, for the alchemist, 
WKHµVSDUN¶LQKHUHQWLQPDWWHU  The concept of Anima mundi can be seen 
in James Hillman¶s archetypal psychology, forcing a new direction which 
designates a therapy beyond the consulting room, inner subjectivity and 
private relationships and turns the psyche¶VDWWHQWLRQ WR µWKHVRXORI WKH
ZRUOG¶ WKDW KDV VXIIHUHG DW WKH KDQGV RI over-analysis of the internal 
worlds of persons to the detriment of the world. 
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Archetypes Jung believed that archetypes are models of people, 
behaviours or personalities.  Jung suggested that the psyche was 
composed of three components: the ego, the personal unconscious and 
the collective unconscious.  The collective unconscious Jung believed, was 
where these archetypes exist.  Jung suggested that these models are 
innate, universal and hereditary. Archetypes are unlearned and act to 
organize how we experience things.  
 
Bachelard¶s Paradox LV WKH FRQFHSW WKDW WKH µLPDJH KDV WRXFKHG WKH
GHSWKVEHIRUHLWVWLUVWKHVXUIDFH¶ 
 
Counter transference LV WKH SDWLHQW¶V LQIOXHQFH RQ WKH SK\VLFLDQV
unconscious feelings (also see transference).   
 
Individuation is in itself a process by which there is realized within the 
personality a possibility of the development; a development Jung sees 
immanent in everyone, that culminates in rounding out the individual into 
a psychic whole, which takes into account both conscious and unconscious 
balances and realizations.  Therefore, individuation can be seen as the 
task that strives towards maturation and self-realization from the seed to 
the fruit, to the invisible goal immanent within them.  
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Jungian Dream Analysis ± Jung believed the psyche to be a self-
regulating organism, which conscious attitudes were likely to be 
compensated for unconsciously (within the dream) by their opposites.  
Jung proposed two basic approaches in analyzing dream material: the 
objective approach, where every person in the dream refers to the person 
they are, i.e. mother is mother, etc. and the subjective approach, where 
every person in the dream represents an aspect of the dreamer.  
 
Libidinal Investment - is a term first used by Freud meaning sexuality, 
libido; hence, libidinal investment in psychoanalytic terminology.  A 
divergence of the meaning of libido became a central conflict between 
Freud and Jung.  Jung defined libido as meaning interest in general and 
believed that all libido cannot be reduced to sexuality.  Jung saw other 
instincts, such as hunger and culture, as having equal value.  
 
Metamorphosis ± is the profound change in form from one stage to 
another.  .DIND¶VQRYHORIDPDQWXUQLQJLQWRD IO\ LVDJRRGH[DPSOHRI
metamorphosis.  
 
Mutative Metaphor - DµPXWDWLYHPHWDSKRU¶LVDPHWDSKRUWKDW is given 
LQLQWHUSUHWDWLRQWRDSDWLHQWDWWKHµULJKW¶µFUHDWLYH¶DQGµIDFLOLWDWLQJWLPH¶
$ SUHPDWXUH µWKHUDSHXWLF¶ LQWHUYHQWLRQ LV DOZD\V FRXQWHU-productive 
because the patient is not prepared.   
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Mandala Symbolism - needs to be defined against the symbols of 
transformation that occur during the individuation process.  Therefore, it 
is helpful to see that the symbols of individuation that appear in dreams 
are images of an archetypal nature, which depict the centralizing process 
or the production of a new centre of a personality.  The symbols that are 
UHSUHVHQWHGE\µ7KHMDQGDOD¶DUHQRWFRQFHUQHGZLWKWKHPDQLIROGVWDJHV
and transformations of the individuation process, but the images that 
refer directly and exclusively to the new centre as it come into 
consciousness.  Mandalas signify nothing less than a psychic centre of the 
personality not to be identified with the ego.  In Hinduism and Buddhism 
the image of a mandala is a square image with four gates containing a 
circle with a centre point.  
 
Negative Capability - has LWV RULJLQV LQ WKH µYLD QHJDWLYD¶ ZKLFK ZDV
developed by St. John of the Cross.  It was and is an initiation approach 
for union with God, which is directed by the path encountered of which 
you do not know.  In KLVSRHPµ7KH)RXU4XDUWHWV¶, the poet, T.S. Eliot, 
ZURWHDERXWWKLVDELOLW\³7RFRPHWRZKDW\RXNQRZQRW\RXPXVWJRE\
the way you know not.  In order to possess what you do not possess you 
must go by the way of dispossession.  In order to arrive at what you are 
not you must go by the way in which you are not.  And what you do not 
know is the only thing you know, and what you own is what you do not 
RZQDQGZKHUH\RXDUHLVZKHUH\RXDUHQRW´ 
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Oneiric - of relating to, or suggestive of dreams (Greek, oneiros, dream). 
 
Pathography - is a retrospective study, often by a physician, of the 
possible influence and effects of disease on the life and work of a historical 
personage; it can be seen as a style of biography that overemphasizes the 
negative DVSHFWVRIDSHUVRQ¶VOLIHDQGZRUNVXFKDVIDLOXUHXQKDSSLQHVV
illness and tragedy.   
 
Participation Mystique ± is a term derived from Levy Bruhl.  It denotes 
a strange kind of psychological connection with objects and consists of the 
act where the subject cannot clearly distinguish himself from the object 
but is bound to it by a direct relationship, which amounts to partial 
identity. 
 
Post-Freudian and Post-Jungian thought means that psychoanalytical 
or analytical psychological theory has been extended from early 
theories.  It can also be a title of how a psychoanalyst or analytical 
psychologist reveals their theoretical orientation, developments and 
differences.  
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Oedipus Complex - in psychoanalytic theory, the term Oedipus 
Complex denotes the emotions and ideas that the mind keeps in the 
unconscious, via dynamic repression, that concentrates upon a child's 
desire to sexually possess the parent of the opposite sex (e.g. males 
attracted to their mothers, whereas females are attracted to their 
fathers).  Sigmund Freud, who created the term "Oedipus Complex", 
believed that the Oedipus Complex is a desire for the parent by both 
males and females; Freud deprecated the term "Electra Complex", 
which was introduced by Carl Gustav Jung in relation to the Oedipus 
Complex manifested in young girls.  The Oedipus Complex occurs in 
the third phallic stage (ages 3±6) of the five psychosexual 
developmental stages, (i) the oral; (ii) the anal; (iii) the phallic; (iv) the 
latent; (v) the genital, in which the source of libidinal pleasure is in a 
different erogenous zone of the infant's body. 
 
Primal Scene ± WKH H[SUHVVLRQ ³SULPDO VFHQH´ UHIHUV WR WKH VLJKW RI
sexual relations between the parents, as observed, constructed and/or 
fantasized by the child as a scene of violence.  
 
The Pleasure Principle - a psychoanalytic concept, originated by 
Sigmund Freud.  The pleasure principle states that people seek pleasure 
and avoid suffering (pain) in order to satisfy their biological and 
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psychological needs, specifically sexually; the pleasure principle is a drive 
for id.  
 
Transformation ± is the act or process of transforming  
 
Transmogrify ± to change in appearance or form. 
 
Poetic Induction - $FFRUGLQJWR&R[µSRHWLFLQGXFWLRQ¶LVYHU\GLIILFXOWWR
describe.  ³, NQRZZKLFK GRRU ,ZDQW \RX WR RSHQ RQP\ EHKDOI´ is an 
example of a patient using poetic induction in conversation to describe her 
experience of psychotherapy after the therapist used the initiative we 
have described as poetic induction.  It is inherently more complex than 
poetic appropriation as it involves the paradoxical reversal of initiatives.  
The therapeutic process is facilitated because the therapist responds to a 
hidden initiative in the patient and the patient enables the therapist to 
µRSHQWKHGRRU¶ZKLFKQHHGVWREHRSHQHGRQKLV/her behalf.  Therefore, it 
is not a question of the therapist forcing the opening of an inappropriate 
door; rather, iWLVDPDWWHURI³GHHSFDOOLQJXQWRGHHS´ 
 
Sublimation ± LVWKHSURFHVVRI WUDQVIRUPLQJ OLELGR LQWR µVRFLDOO\XVHIXO¶
capacities, mainly art.  Psychoanalysis often refers to sublimation as the 
only truly successful defence mechanism.  
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Teleology refers to a process that is directed towards ends rather than 
FDXVHV  ,W LV KHUH WKDW -XQJ GLYHUJHV IURP )UHXG¶V FODVVLFDO
psychoanalysis, which relies on a reductive approach, for H[DPSOH¶ZKDW 
RFFXUUHG LQ \RXU SDVW WKDW SURGXFHG WKH FXUUHQW HYHQWV"¶ -XQJ¶V
teleological approach goes a VWHS IXUWKHU DQG DOVR DVNV µ:KDW LV WKLV
current process trying to lead you towards?´ The end result, purpose or 
aim of a symptom, complex or defence mechanism is as important, if not 
more so, than LWVLQLWLDOFDXVH$V\PSWRPGHYHORSVQRWµEHFDXVHRI¶SULRU
history but in order to express an unconscious process or accomplish a 
psychological purpose.  The clinical question is not reductive but 
syntheticµWhat is WKHV\PSWRPGRLQJDQGZKDWLVLWIRU"¶ 
 
The Transcendent Function ± is the function that mediates opposites; it 
expresses itself by way of a symbol and facilitates a transition from one 
psychological attitude or condition to another.  
 
Transference ± is the process by which a patient displaces on to his 
analyst feelings, ideas, etc. which derives from previous figures in his life; 
by this projection he relates to his analyst as though he were some former 
object in his life. 
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Symbolism ± is the practice of representing things by symbols or 
investing things with symbolic meaning or character.  A symbol is an 
object, action or idea that represents something other than itself.  
 
Word Association Test ± is a test devised by Jung to show the reality 
and autonomy of unconscious complexes.  Our conscious intentions and 
actions are often frustrated by unconscious processes whose very 
existence is a continual surprise to us; we make slips of the tongue and 
slips in writing and unconsciously do things that betray our most closely 
guarded secrets.  The word association test discovers things that people 
cannot or will not speak about.  The Word Association Test consists of 100 
words to which immediate responses are required.  The person conducting 
the test times the delays in response and then repeats the test to identify 
complexes, which are then discussed.  
 
 
 
  
  
 
 
230 
Appendix B: Biographies of Contributing 
Artists and Tutors  
 
Cathy Courtney  
Cathy Courtney is a freelance writer and oral historian, who is also the 
principal trustee of the Jocelyn Herbert Archive.  In 2004, together with 
the theatre designer, Hayden Griffen, she was co-curator for the memorial 
exhibition, µJocelyn Herbert at the National Theatre¶ and, in 1993, working 
with Herbert herself, was co-FXUDWRUIRUDUHWURVSHFWLYHRI+HUEHUW¶VFDUHHU
held at The National Theatre.  In her role as project officer for National 
Life stories, an oral history organisation based at the British Library Sound 
Archive, &RXUWQH\ FUHDWHG$UWLVWV¶ Lives DQG$UFKLWHFWV¶Lives, as well as 
steering other NLS projects.  For seventeen years Courtney contributed a 
column on book art for Art Monthly and much of her research has been 
motivated by an interest in the relationship between image and text.  In 
1995 she and Maria White of The Tate, were co-curators of a survey 
exhibition of artists¶ books for /RQGRQ¶V Tate Gallery.  Her publications 
include Jocelyn Herbert: A Theatre Workbook (1993); The Looking Book: 
A History of Circle Press (1996); Speaking of Book Art (l996) 
raw.wimbledon.ac.uk/?q=node/9 
 
 
Laurence Edwards  
Laurence Edwards, born in 1967, was a postgraduate student at The Royal 
College of Art in 1988-90 and awarded Henry Moore Bursary, the Angeloni 
Prize for Bronze Casting and an Intach Travelling scholarship. He then 
went to Sri Lanka to study casting with the Sri Lankan Master Founder, 
Tissa Ranasinghe.  On his return in 1990, he established his foundry in 
Suffolk. Subsequently, in 1998, he was included in the Artists of Fame and 
Promise exhibition at The Beaux Art Gallery in Bath; from 1998-2002 he 
exhibited in both solo and group shows in America and England. In 1999 
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he exhibited in Iron Sculptors Exhibition at The Grounds for Sculpture, 
New Jersey and in an exhibition at The Bodyworks Gallery in Chicago.  In 
2000, he exhibited his Stations of the Cross scenes at the Church of the 
Blessed Virgin in Woolpit, Suffolk as part of the New Sacred Art Project, 
Woolpit, Bury St. Edmunds and in 2002, took part in the Standing up to 
Scrutiny series in the Naked Truth, a Tate partnership exhibition at the 
Fermoy Gallery, Kings Lynn.  He also sets up Gallery 26, a small 
experimental space exhibition in Yoxford, Suffolk.  In 2003 Laurence 
moved to the Butley Studio where he built a large foundry and created a 
complex of studios where he both teaches and created a working 
community of artists.  In 2004 he joined Messums Gallery, London, where 
he began work on large-scale bronzes.  /DXUHQFH¶Vmost recent work is 
catalogued and can be seen on ERWKKLVRZQDQG0HVVXP¶VZHEVLWHV,Q
2012, he was elected Fellow of the Royal Society of British Sculptors.  
Laurenceedwardssculpture.com; www.messums.com  
 
Geraint Evans  
Geraint Evans was born in 1968 and grew up in Swansea, Wales; he now 
lives and works in London.  In 1986 he studied the Foundation Course in 
Art and Design at the West Glamorgan Institute of Higher Education, 
Swansea.  He then attended Manchester Polytechnic from 1987-90 where 
he was awarded the Ba (Hons) Fine Art.  In 1990 he obtained a 
Postgraduate Diploma in Fine Art from The Royal Academy Schools.  He 
has been exhibiting in both solo and group shows since 1991.  Residences 
and awards include: 2008 - John Moores 25 Painting Contemporary 
Painting Prize; 2003 ± Prize winner Pollock-Krasner Foundation Award; 
2002/3 - The Berwick Gymnasium Fellowship; 2001 - Woo Charitable 
Foundation Award; 1994 - Banff Centre for Arts, Alberta, Canada; 1993 - 
Tooth Travel Scholarship: USA and Canada.  He has exhibited at the 
Wilkinson Gallery London, Chapter Cardiff and Casa Salamanca, Spain.  
Geraint is part of the academic team at Wimbledon College of Art and 
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currently teaches on the MFA. g.e.evans@wimbledon.ac.uk. 
www.geraintevans.net 
 
Edwina Fitzpatrick  
Edwina Fitzpatrick who was born in 1961, obtained a First Class BA (Hons) 
degree in Expressive Arts; she is currently Course Director for the MFA 
Fine Art Course at Wimbledon College of Art/UOAL.  She is involved with 
creative transitions, a cross CCW group of artists, researchers and 
students who aim to develop new models for a sustainable university. 
Currently, Edwina is researching an AHRC-funded collaborative practice- 
based PhD which she is studying on a part-time basis.  Working with 
Glasgow School of Art and the Forestry Commission at Grizedale in the 
Lake District, she is exploring the mutable and transient nature of artwork 
which is sited in, or references, the green environment.  (GZLQD¶V
research is driven by practice-based experiments, using the strategy of 
becoming and being lost herself, in order to explore what may be lost.   
In 1992 she exhibited at The Trophies of Empire Exhibition ± Terra, from 
1995-99 at the After the Eden Project and in 2005 at the Orchid 
Exhibition.  She has contributed to many publications; for example: The 
Art of Living, The Arboreal Laboratory, Kings Wood: A Context, Location, 
Regeneration and Diver(cities) to name a few.  Edwina has also 
undertaken many residencies: Arboreal Lab, windowsills:pollination, flow 
chart/stolen water and trust.  www.Edwinafitzpatrick.co.uk; 
www.wimbledonarts.ac.uk.  
 
Cornelia Parker 
Cornelia Parker, born in 1956, is a world-renowned sculptor and 
installation artist who was nominated for the Turner Prize in 1997. 
Cornelia Parker has had numerous solo exhibitions in England, Europe and 
the United States which include the Serpentine Gallery, London (1998), 
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ICA Boston (2000), the Galeria Civica de Arte Moderne in Turin (2001), 
the Kunstverein in Stuttgart (2004), Yerba Buena Center for the Arts, San 
Francisco, California (2005), the Modern Museum at Fort Worth, Texas 
(2006) and Museo de Arte de Lima, Lima Peru (2008).  Her work has been 
included in group exhibitions and public collections at the Tate Gallery in 
London, MOMA in New York, the British Council, Henry Moore Foundation, 
De Young Museum in San Francisco, the Yale Center for British Art and 
many other venues.  She has received numerous awards beginning in 
1980 with the first prize at the Midland View Stoke City Art Gallery and 
Museum; in 1983, the Southern Arts Award; in 1985, the Greater London 
Arts Award; in 1989, the British School at Rome Award; in 1991-92 Henry 
Moore Scholarship WCA; in 1998, the International Association of Arts 
Critics Prize (USA) - best show by an emerging artist, for Mass: Cold Dark 
Matter at Dietch Projects, NY; 2000, Honorary Doctorate, University of 
Wolverhampton; 2005, Honorary Doctorate, University of Birmingham; 
2008, Honorary Doctorate, University of Gloucestershire; 2010, OBE; 
2010 Elected to the Royal Academy of Arts, London; 2011, The Hugh 
Casson Drawing Prize, Royal Academy Summer Exhibition.  
www.frithstreetgallery.com/parker 
 
Daniel Sturgis 
Daniel Sturgis was born in 1966.  He was awarded an MA from Goldsmiths 
College in 1994, where he subsequently taught until his appointment as 
Course Director in Painting at Camberwell College of Arts, University of 
the Arts London.  His recent exhibitions include Plastic Culture: Legacies 
of Pop, 1987-2008; Harris Museum, Preston, 2009; Invisible Cities, 
Jerwood Space, London, 2009 as well as solo presentations: Possibilities 
in Geometric Abstraction, Galerie Hollenbach, Stuttgart, 2008 and 
Everybody Loves Somebody, The Locker Plant, Chinati Foundation, Marfa 
Texas,(2007.  He has curated a number of exhibitions looking at aspects 
of contemporary painting and its historic legacy.  These include: The 
Indiscipline of Painting, Tate St Ives, 2011/2012; 'DQLHO %XUHQ¶V 9RLOH
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Toile/Toile Voile, Wordsworth Trust, Grasmere, 2005; Between Letters and 
Abstraction, Wordsworth Trust, 2004; co-curated with Richard Kirwan, 
Jeremy Moon ± A Retrospective, 2001; co-curated with Martyn Simpson, 
Perfidy at Le &RUEXVLHU¶V Convent Santa Marie de la Tourette in France.  In 
2008 he was awarded a PhD by Oxford Brookes University; his thesis 
examined the position of painting and the use of the Baroque, in early 
post-modern thought. 
www.camberwell.ac.uk.  www.danielsturgis.co.uk/texts/nonarrative.html 
 
Howard Rodgers 
Howard Rodgers studied BA Painting at Manchester Polytechnic between 
1965-8 and then went onto Chelsea College Of Art to undertake an MA 
between 1968-69.  His most recent solo exhibitions have been  The 
Sunday Painters, 2010; Pictura, Dortrect, Holland, 2011; Peter Pears 
Gallery,   *URXS 6KRZV KDYH EHHQ µ6HFRQGV 7KH 3HUIHFW 1XGH¶, 
2012; Charlie Smith, 2012; Sold Meat, 2013.  In 1998 he obtained the 
Abbey Award in Rome.  
Sarah Woodfine 
Sarah Woodfine was born in England in 1968 and studied at the Liverpool 
School of Art from 1988-91 and at the Royal Academy Schools, London 
from 1992-95.  She currently is the Pathway Leader for Fine Art Sculpture 
at Wimbledon College of Art, UOAL.  
6DUDK¶Vwork has been widely exhibited, including: The Jerwood Drawing 
Prize; Cheltenham Open Drawing Exhibition; Danielle Arnaud 
Contemporary Art, London; Hales Gallery, London; Jibby Beane, London; 
Museum of Garden History, London; Middlesbrough Art Gallery; Compton 
Verney, Warwickshire; Sheffield Millennium Gallery; Maritime Museum, 
Portsmouth; Aspex, Portsmouth; Abbot Hall Art Gallery, Cumbria; Ha 
Gamle Prestegard, Norway; Galleri F15, Norway; Trondjheims 
Kunstforening, Norway; Haugesund Billedgalleri, Norway. 
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She has also received many awards, residencies and projects, including: 
Artangel Nights of London Interactive Project, 2006; The Nelson Touch 
Collaboration between Aspex Gallery and The Maritime Museum 
Portsmouth, 2005; The Jerwood Drawing Prize, 2004; Drawing Artist in 
Residence at Middlesbrough Art Gallery, 2002. 
Her work is in a number of collections including the Victoria & Albert 
Museum, London; Middlesbrough Art Gallery; Ha Gamle Prestegard, 
Norway, as well as private collections in England, USA, Norway, The 
Netherlands, Switzerland, Hawaii and Spain. 
www.sarahwoodfine@wimbledon.arts.ac.uk 
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Appendix C: Workbook 
Workbook   
 
 
In studio 2011
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ƵƌŶƚKĨĨĞƌŝŶŐƐ ?ƐƚƵĚǇ ? “ŶĚƵƌŝŶŐ>ŽǀĞ ?. Print of sculpture t46cm x 30 cm  
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The µFDOO¶WRµthe other¶ in painting. 
 
 
Falconer Andy Hughes Scotland Cairngorms 2011 
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Ink study from journal, sepia and white ink.  42cm x 3cm  
  
 
 
240 
 
Ink Studies from journal, sepia and white ink. 42cm x 32cm  
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 Ink Study from journal sepia ink and acrylic paint 42cm x 32 cm 
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Ink Study 1 86 cm x 86 cm  
 
 
Ink Study 2 110 cm x 80 cm 
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Ink Study 3 70 cm x 40 cm  
 
Ink study 4 50cm x 50 cm 
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Photographic giclee prints/fragments of ink drawings.  Study 1 & 2.  46 cm x 30 cm 
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Photographic giclee prints/fragments of ink drawings.  Study 3.  30 cm x 22 cm  
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Painting of  Tsunami  83 cm x 53 cm  oil on linen  
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  Painting of Dream  W core complex   83 cm x 53 cm  oil on linen  
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FRAGMENTING WORKS  
 
 
Cutting from larger canvases 52 cm x 24 cm  
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Work in fragments Studies 1 & 2   54 cm x 41 cm    oil on linen   
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Work in fragments study 3   29 cm x 22 cm   oil on linen  
 
 
 
Work in fragments study 4 25cm x 52 cm    oil on linen  
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work in fragments study 5     46 cm x 41 cm   oil on linen  
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 Work in fragments    study  5   29 cm x 20 cm   oil on linen  
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Work in fragments study 6   52 cm x 24 cm   oil on linen 
 
 
 
 
 
 
 
 
Work in fragments study 7 52 cm x 29 cm   oil on linen  
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Work in fragments study 8   55cm x 52 cm   oil on linen  
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Work in Fragments study 9 50cm x 46 cm  oil on linen  
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 Ink studies  W  ?ŶŽƚŵĂŬŝŶŐĂƉĂŝŶƚŝŶŐ ?^ƚƵĚǇ ? ?cm x 26 cm   ink on paper 
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Ink Studies 2 & 3 9 cm x 26 cm    Ink on paper 
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  Final Painting from study of work in fragments    68 cm x 46 cm   oil on canvas  
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Appendix D: Matrixes 
 
The Matrix of Dr. Murray Cox from The Aeolian 
Mode 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
IMAGINATION 
 
CONCEPT 
 
SYMBOL 
 
NARRATIVE 
 
POIESIS 
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7KH0DWUL[RI'U5LFKDUG.HDUQH\LQWKHµ:DNHRI
WKH,PDJLQDWLRQ´ 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
Subjective  
Inwardness 
Historical 
time 
Human 
Expression 
Referential 
depth 
 
RADICAL 
POSSIBILITY 
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MATRIX FOR STUDIO PRACTICE  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
TABLE OF SUMMARY OF INTERVIEWS 
K^d>^E ?EKd<EKt/E' ?
 
 
 
OBSTACLES AND VOID 
METHODOLOGY OF THE CONVERSATION 
 
 
 
 
 
 
I 
 
MIRROR 
 
FACE 
 
OTHER 
Poiesis/Praxis 
metamorphosis 
transformation 
transfiguration  
A
N
S
W
E
R
 
 
TRANSFERENCE EROS 
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ARTIST CAPABILITY 
AGILITY   ABILITY   SERIOUSNESS   KNOWING 
 
OBSTACLES RELATED TO SELF OBSTACLES RELATED TO OTHERS OBSTACLES THAT ARE PRACTICAL 
Self confidence Incomprehension of art world Time 
Self-belief Lack of respect for students within 
art colleges 
Location 
False self Class system Travel 
Grandiose self Disorganization in art colleges Studio spare 
Lack of ego drive Tutorial abandonment Lack of money 
Emotionally Lost Stress Life events 
Unfocused   
Insecure   
Conservative   
Frightened   
Inferiority complex   
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TENETS OF APPROACH TO DEALING WITH OBSTRUCTIONS 
RELATED TO SELF RELATED TO OTHERS OR OBJECT PRACTICAL 
Encouragement Guidance Learning to understand the medium 
Conviction Support Being able to manipulate the medium 
Confidence to work through Witnessing Understanding the innate syntax of medium 
Discipline Sympathy Quality of materials 
Focus Maturing to help the encounter with the unknown A facilitating environment practically 
Learning to dig Removing pressure  
The necessities of emptiness/ negative capability Allowing the unfinished object  
Communication of need Responsibility to the art object  
Working through emotional states Creating obstructions  
Good attitude Treating obstacles as creative ± something to come up 
against 
 
Humour Holding up mirrors in practice  
Art is related to all that is psychological in me Tough Love  
Commitment Learning by discovery  
Perseverance Working through research demands  
Vocational art 6HHLQJWKHZRUOGWKURXJKµWKHRWKHUV¶H\HV  
Pragmatism Being shown how to see, to look  
Seriousness The wrestling with the realty of the art object  
Validation of practice The other is intrinsic to creativity  
Knowing Art is a conversation ± its communication  
Agility /HDUQLQJIURPRQH¶VSHHUV  
Ability  An emotionally facilitating environment is good  
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KEY FINDINGS 
 
x That there were four positive attributes common to artists at the outset of artistic life ± Agility, Ability, Seriousness and 
Knowing. 
 
x These artistic capabilities then encountered emotional and psychological obstructions that were common to all three 
groups.  A development of psychological maturity either lessened the encounter with obstructions or made the whole 
process of approach easier. 
 
x Practical obstructions became easier with establishment of practice and the understanding of the medium. 
 
x 7KHµRWKHU¶LVLQWULQVLFWRWKHFUHDWLYHSURFHVVIRUWKHPDMRULW\RIDUWLVWVDQGWKHHQJDJHPHQWZLWKREVWUXFWLRQVLVPRVWO\
seen as a facilitator of work (not necessarily new work). 
 
x Complaints arose most frequently from students regarding the teaching milLHXGHVSLWHWKHµJRRGLQWHQWLRQ¶DQG
experience of teachers. 
 
x The concept of poiesis was notably engaged with differently by artists to the engagement of poiesis in the clinical setting 
of Broad moor. 
 
x $QµLQGLYLGXDWLQJ¶-XQJLDQMRXUQH\ZDVHYLGHQWZLWKmost artists. 
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HIGH 
LOW 
TIME 
1 2a 
2a 
2b 
2b 
3 
4 
5 
6 
7 
MO
OD 
SEVEN-PHASE MODEL OF STAGES ACCOMPANYING TRANSITION 
 
 
 
 
 
 MOOD 
 
1.  Immobilisation     4. Letting go 
2.  Reaction      5. Testing out 
 a. Elation or Despair    6. Search for meaning 
 b. Minimisation    7. Internalisation 
3.  Self-doubt 
7KLVPRGHOLVDGDSWHGIURP+RSVRQ¶VHWDO7UDQVLWLRQV³7KH&KDOOHQJHRI&KDQJH´7KLVLPSOLHVDWUDMHFWRU\RIµZRUNLQJ
WKURXJK¶EXW,ZRXOGOLNHWRK\SRWKHVL]HWKDWWKHVHµSV\FKRORJLFDOVWDWHV¶FDQEHH[SUHVVHGIURPPRPHQWWRPRPHQWDQGQRW
QHFHVVDULO\OLQHDULQSURJUHVVLRQE\WKDW,PHDQ\RXGRQ¶WJRQHFHVVDULO\FRQVHFXWLYHO\IURPVWHp 1 to step 7.  
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Appendix E: Images of Cornelia Parker¶s 
Exploding Shed 
 
 
 
 
 
 
  
 
Cold Dark Matter: An Exploded View 1991
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John Virtue at Work, South Tawton, Dartmoor, Devon. 
 
Landscape 278, 1993-4.  330 x 444cms.  Black ink, shellac, acrylic 
emulsion and oil on canvas.  
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Appendix F: Interviews with Established 
Artists 
 
Questions to established artists 
 
1. Can you tell me how you became an artist? 
2. Without obstacles there would be no artists.  What do you think of 
this statement? 
3. Thinking back to yourself as a young student starting out do you 
remember the obstacles that you encountered, if any? 
4. Do you think your relationship to obstacles to the advancement of 
your practice has changed over the years? 
5. In the whole of your artistic life what has been your greatest 
obstacle? 
6. Has anybody or anything affected your approach to obstacles in 
your studio practice? 
7. What role do you think conversations with others have in artistic 
practice 
8. Do the methods that you have affect your methods of dealing with 
the obstacles that you encounter? 
9. Do you think art starts with a blank canvas? 
10. Do you think that the artist should simply let the artwork speak? 
11. Is there a role for psychoanalysis in art practice? 
12. How do you think artists call new work? 
13. Do you think art can be taught 
14. Do you create your own methods or use other peoples approaches 
15. Is the obstacle intrinsic to the call to new work? 
16. PoieVLV LV DERXW µFDOOLQJ LQWR H[LVWHQFH WKDW ZKLFK KDV QRW EHHQ
WKHUHEHIRUH¶.  Do you think that is possible? 
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Interview with Howard Rodgers 
 
Can you tell me how you became an artist? 
 
³/RQJ DQVZHU , GRQ¶W WKLQN , HYHU WKRXJKW RI DQ\WKLQJ HOVH  , DOZD\V
used to draw and paint.  A serious reply to that in a way is I have often 
talked about this with a couple of friends of mine, especially with one 
RWKHUJLUOZHFDPHWRWKHFRQFOXVLRQWKDWLW¶VDORWWHU\RIZK\ZHEHFRPH
artists.  One reason might be people want power; they want to be in the 
limelight so to speak - centre stage. And the other reason is that people 
want to hide, want to go where no one else can follow, and I think I am 
the second.  I sort of constructed painting really as a place to go to that 
ZDVP\SODFH´ 
 
Without obstacles there would be no artists.  What do you think of 
this statement? 
 
³:LWKRXWREVWDFOHVWKHUHZRXOGEHQRKXPDQLW\´ 
 
Thinking back to yourself as a young artist starting out, do you 
remember the obstacles that you encountered? 
 
³7KH\ DUH WKH VDPH REVWDFOHV WKDW , HQFRXQWHU QRZ PDVVLYH VHQVH RI
importance of what you are doing with a complete lack of reference as to 
why you will be doing that.  I suppose, essentially, with massive self-
doubts based on an absolute belief of being able to do it, so lots of 
paradoxes really.  I went to Walthamstow Art College as it was then doing 
a foundation course; I was 16 years old.  I did two years there.  
Walthamstow was a very traditional college at that time; you did a lot of 
life drawing and 3-D compositions, and basically there were a lot of older 
guys there who had been turned mad by the national service.  It was 
quite great in terms of that, and then I went off to Manchester.  I went to 
Manchester as a way of moving out of home and, at that point, to get out 
RI /RQGRQ  , GLGQ¶W OLNH0DQFKHVWHU , VSHQW WKUHH\HDUV DW0DQFKHVWHU
really sort of not liking it, just existing, in a serious way under an 
existential cloud.  I was the grumpy person at the end of the bar.  And I 
painted; and at the end, I stopped painting.  But by the end, I had 
actually got into Chelsea post-graduation by some massive fluke - at the 
HQGRIP\ WLPHDW0DQFKHVWHU , KDG FKDQJHGP\ZRUN DQG WKH\GLGQ¶W
like it, and I ended up getting a 2/2.  But I had already gotten into 
&KHOVHD VR , GLGQ¶W FDUH  7KHVH GD\V , ZRXOG SUREDEO\ QRW JHW LQWR
Chelsea.  So I came back to London and did a year at Chelsea, which was 
JRRG,WZDVPXFKEHWWHUDQGZDVEDFNLQWRUHDOOLIH´ 
 
Do you think your relationship to obstacles to the advancement of 
your practice has changed over the years? 
 
³<HV,QDVHQVHWKHPRUHWLPHVyou do it and get through it the more 
times you know that there is always a way through it, so the best thing is 
MXVWWRNHHSJRLQJ´ 
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In the whole of your artistic life, what has been your greatest 
obstacle? 
 
³0\VHOIZKDWHOVHFRXOGLWEH",KDYHJRWSDVVHGEODPLQJPHPXP´ 
 
In your studio practice, has anyone or anything affected your 
approach to obstacles? 
 
³7KDW LV D GLIILFXOW RQH EHFDXVH P\ ZRUN LV DOZD\V RU PRVW RIWHQ
autobiographical in a lot of ways - much more so than a lot of peer group 
work RU IULHQGV¶ZRUN <HV6R ORWVRISHRSOHKDYH LQIOXHQFHGPHZHOO
lots of people have had an effect on me, but I still seem to have this 
DUURJDQFHWREHDZNZDUGHQRXJKWRUHVLVWLQIOXHQFH´ 
 
What role do you think conversations with others have in your 
artistic practice? 
 
³7KHUHDUHYHU\IHZRIWKHP$UWLVWVLQP\H[SHULHQFHGRQ¶WWDONDERXWDUW
in that sort of way.  And as you get older, I think the conversation often 
gets more and more difficult; because in a way, you have been having a 
conversation with yourself, which is quite difficult for anyone else to join 
LQ´ 
 
Do you think art starts with a blank canvas? 
 
³/LWHUDOO\IRUPH\HVEXW,WKLQNLWVXFNVXSRQHYHU\WKLQJWKDWLVDURXQG
DQGLQ\RXVRLWLVOLNHGHWULWXVDOODURXQG\RX´ 
 
Do you think that artists should simply let their artwork speak? 
 
³:HOOLWZRXOGEHFHUWDLQO\UHIUHVKLQJWKHVHGD\V,WKLQNLQWKHHQGWKDW¶V
what they have to do, but you come with a massive amount of knowledge 
LQWKHERDWWRDQ\DUWZRUN<RXGRQ¶WMXVWVWXPEOe across it; so you are 
EULQJLQJ DOO WKDW ZLWK \RX DQG WKDW¶V ZKDW LW VSHDNV WKURXJK WKDW¶V LWV
ODQJXDJH´ 
 
 
 
 
Do you think that there is a role for psychoanalysis in art practice? 
 
³,VD\ZLWKDELJGROORSEXW,KDYHRIWHQNHSWP\VHOIVDQHPDNLQJDUW  I 
GRQ¶WEHOLHYHWKDWSV\FKRDQDO\VLVH[SODLQVRUDWWHPSWVWRXQGHUVWDQGZKDW
WKHFUHDWLYHDUWVDUH,W¶VQRWDSUREOHPWREHVROYHGVRLWLVVRPHWKLQJ
WKDWLVWKHUHDQGKRZHYHU\RXJHWWKHUHLWLVWREHMXGJHGRQUHVXOWV´ 
 
How do artists µcall¶ new work? 
 
³%\XVLQJROGZRUN0HWDPRUSKRVLV,VXSSRVHVRLWGRHVQ¶WFRPHRXWRI
QRWKLQJ´ 
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Do you think art can be taught? 
 
³$Q\WKLQJFDQEHWDXJKWDQGLW¶VDTXHVWLRQRIGRLQJVRPHWKLQJZLWKLW - 
doing something good with it, worthwhile with it, or interesting with it.  
<RXFDQ¶WWHDFKVRPHRQHWRGRDQ\WKLQJJUHDWZLWKLW´ 
 
In your own work, do you create your own methods or other 
SHRSOH¶VDSSURDFKHV"   
 
³7KLVLVQRZ\HDUVold or 1,500 years old, as a technique.  I am not 
interested in re-inventing it particularly for its own sake, but it is 
interesting that you are constantly finding for oneself new things to do 
with it; but they have all been done before, no doubt about it, but that 
GRHVQ¶WPDNHLWOHVVYDOLG´ 
 
Poiesis is about calling into existence that which has not been 
there before.  Do you think that is possible? 
 
³:HOO LQ WKDW HYHU\ H[SHULHQFH WKDW HYHU\ KXPDQ EHLQJ KDV LV RULJLQDO
unique to that human being, but also has been had by every human being 
that has ever existed; so yes anG QR  , GRQ¶W WKLQN \RX FDQ PDNH
something that has never ever existed before.  Well, maybe yes you can 
as maybe no one has painted such a bizarre painting as this one in front 
RI XV EHIRUH EXW ZKHUH LW FRPHV IURP , GRQ¶W NQRZ  , DP QRZ
PXGGOLQJ´ 
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Interview with Cornelia Parker  
 
 
Can you tell me how you became an artist? 
 
³, KDG JUHDW DUW WHDFKHUV DW VFKRRO , ZDVQ¶W SDUWLFXODUO\ DFDGHPLF DW
school, but the people who mentored me the most were two great art 
teachers, husband and wife, and I was very interested in English literature 
as well.  It appealed to me because it was DERXW IUHHGRPDQG , GLGQ¶W
know about all the orthodoxies in art, as there is in any other subject, but 
I just felt it was a free space that you could reinvent yourself.  I had spent 
all my childhood doing hard labor, as we lived on a smallholding, working 
with my parents, and I spent a lot of time on my own and I spent a lot of 
time inside my head.  It seemed like an extension of that, and I 
remember being really interested in design and all that, but I had no 
FRQILGHQFH6R,WKRXJKW,MXVWZDVQ¶WJRLQJ to be good enough for that, 
but fine art seemed to be much freer, and I was good at it, so it was the 
WKLQJWKDW,IHOWPRVWKDSS\ZLWK$OVR,IHOWLWZDVEHLQJDELWUHEHOOLRXV´ 
 
Without obstacles there would be no artists. What do you think of 
this statement? 
 
³:HOO LW ZRXOG EH JUHDW , WKLQN EXW HYHU\WKLQJ KDV EHFRPH VR
VSHFLDOL]HG DQGDUWLVWVKDYH WDNHQRQ WKDW µVSHFLDOLVP¶ DQG LW¶V DOO YHU\
QDWXUDODQG LW¶VSDUWRIRXUPDNH-up to want to make images or to act, 
sing or dance.  I mean all the art forms are kind of there in children, and 
WKHQLW¶VHGXFDWHGRXWRIXVDQGWLPHVEHFRPHPRUHIRFXVHGDQGLW¶VXVH
to society ± EXWLW LVDOZD\VTXHVWLRQHGEXW,WKLQNLW¶VRXUPRVWQDWXUDO
state.  So yes, I think everyone has the ability to be an artist´ 
 
Thinking back to yourself as a young student, do you remember 
the obstacles you encountered? 
 
³<HVZLWKP\ZRUN  , WKLQN \HV GHILQLWHO\  , GLGQ¶W UHDOO\ XQGHUVWDQG
what making art was about until halfway through my degree.  I think I 
realized it was a much more tougher number than you could ever 
LPDJLQH,GLGQ¶WUHDOL]HLWZDVDOODERXW\RXUVHOIDQG,MXVWWKRXJKWLWZDV
about this received idea thing.  There was art history out there, and you 
learnt some technique, you would require it, and then you would be a 
craftsman or craftswoman.  And although I had this notion of freedom, I 
thought it was equipping myself with some sort of technical framework 
and, actually, I was useless at that and hated all that, and I thought it 
was quite deliberate that I had moved from painting halfway through my 
degree to sculpture where I had missed all the technical processes - so I 
was avoiding the issue even then.  So to me, avoiding the object is trying 
not to fall into this received idea and this received hole, but I realized that 
it was very emotionally demanding to be searching through yourself for 
some kind of way of expressing this non-received idea - also art students, 
I think, go through a mini sort of nervous breakdown while they are at art 
schools, because I have taught in art schools for fifteen years so I have 
QRWLFHG LW WKH\GRQ¶WUHDOL]HWKDW\RXKDYHWRGUDZRQ\RXUVHOIDQG\RX
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have to be self-disciplined and self-IRFXVHGLI\RXGRQ¶WGRLWQRERG\ZLOO
GRLWIRU\RX´ 
 
When you switched from painting to sculpture, do you think this 
was when you started avoiding the object, or had you been 
avoiding the object always?  
 
³,KDYHEHHQDYRLGLQJWKHREMHFWDOZD\VDOZD\VDYRLGLQJWKHREMHFWEXW,
realized when I started making sculpture it was very important for me to, 
because I was really interested in real things and not creating illusions 
and not trying to depict something.  And I think that was what I was 
doing in painting; I was always trying to depict things, and so I realized 
that that was what I diGQ¶WZDQWWRGRDWDOO$QGVRWKHLGHDLQVFXOSWXUH
I could use real things, in for their own physicality and for their own 
history, was something that gradually dawned on me. It was very 
liberating that, that all the things we find familiar that seem non-abstract 
WKDWSHRSOHFDQXQGHUVWDQGZKHWKHULW¶VDWLQFDQWKDWKDVEHHQVTXDVKHG
on the road or a door that you open and close everyday but LW¶V got little 
VFUDWFKHVRQLWEHFDXVHLW¶VPDGHXSRIWKHKLVWRU\RIWKHSHRSOHFRPLQJ
and going through it, tKDW MXVW IHOW OLNH«RUFRPLQJ WKURXJK WKHZLQGRZ
and you get all the little dust mites, that seemed to be the stuff that I 
ZDQWHGWRGHDOZLWK$QGLWWRRNPHDORQJWLPHDQG,GRQ¶WWKLQNHYHQDW
college I managed it.  But when I left college, to be able to harness that 
and to think that this is what I am trying to capture, trying to find the 
inverse of the monument or trying to find the most unknowable stuff 
through the most known and knowable stuff, became more and more 
LQWHUHVWLQJWRPH´ 
 
Do you think your relationship to obstacles to the advancement of 
your practice has changed over the years? 
 
³,DPYHU\ZHLUGZKHQ,PDNHZRUN,QHYHUUHDOO\ORRNEDFNRQP\EDFN
issue.  I begin again every time which is really exhausting but somehow 
feels like the most liberating thing, and sometimes I come full circle and 
sometimes I am touching on something that is near on identical to what I 
PDGHWZHQW\\HDUVDJREXWLWGRHVQ¶WUHDOO\PDWWHUEHFDXVH,KDYHFRPH
at it from a different place.  But I always assume that my unconscious 
knows more than my conscious, and so I allow myself to free associate.  
,W¶VOLNHSLFNLQJXSWLQ\ELWVRILQIRUPDWLRQDORQJWKHZD\DQGVXGGHQO\LW
will crystallize into something.  I might have an idea to physically do 
something; like at the moment, I hate doing proposals for people and I 
very rarely do commissions, but I am doing one for Folkestone. 
7UDGLWLRQDOO\LQ)RONHVWRQHDQGLW¶VWKHVHFRQGRQHDQGLW¶VDFXUDWHGVKRZ
where 20 international artists have been invited to be in it and you are 
UHVSRQGLQJ WR D SODFH DQG LW¶V D WHPSRUDU\ ZRUN DQG , GHFLGH WKDW ,
wanted to make a version of the Little Mermaid from Copenhagen.  And I 
have had the notion of the Little Mermaid from Copenhagen in my mind 
for some time, working with famous monuments twenty or thirty years 
ago, and the fourth plinth came up and I thought maybe I should put it on 
WKDW DQG DSSO\ WR &RSHQKDJHQ  %XW QRZ LW¶V LQ &KLQD DQG JRQH RII RQ
H[SR EXW , IHOW EHFDXVH LW¶V MXVW D FOLFKpGREMHFW HYHU\RQH LQ WKHZRUOG
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goes and visits it and it¶s had its head blown off and LW¶V been covered in 
graffiti and spawned copies in other countries, and why, what is so special 
DERXWWKLVWKLQJ"6RLW¶VDFOLFKpDFOLFKpGREMHFWVR,DPDWWKHPRPHQW
finding the model for the one down in Folkestone, and I wanted someone 
from Folkestone.  I wanted to use a real body, not an idealized, two-thirds 
perfect model, so I was getting all these images through people sitting in 
their living room with their cats, posing in their swimming suits, or on 
their poufee, or in the garden, or on the rocks by the beach - really nice 
shots of housewives, yoga teachers or whatever pretending to be this 
legendary ILJXUH$QG,UHDOO\ORYHWKDWDQGLW¶VJUHDWDQG,ZLVK,FRXOG
XVH WKHPDOOEXW ,FDQ¶W  ,GRQ¶WNQRZZKDW ,DP ORRNLQJ IRU ,NLQGRI
thought I knew, but there has to be a site for digging.  You set up a sort 
of process, and then you dig at that spot, then you ± µGHERQR¶LQWKLQNLQJ
of where do you dig a hole? -  Where do you start digging? - and the idea 
is just to decide on a site of where you are going to start digging.  A lot of 
DUWLVVWUXJJOLQJWRILQGWKHVHSODFHVWRGLJ´ 
 
In the whole of your artistic life, what has been your greatest 
obstacle? 
 
³:HOO , WKLQNP\VHOI <HV , WKLQNPyself is the biggest obstacle, and I 
WKLQN WKHROGHU ,JHW LW¶VQRWQHFHVVDULO\HDVLHU WRPDNH-work.  I think I 
found it easier twenty years ago; and I think now I have got so many 
KROHVWKDW,KDYHGXJDOORYHUWKHSODFHLW¶VOLNHDYHU\PHVV\IRRWEDOOILeld 
filled with craters half dug, and I am going to hit the water table soon and 
LW¶VDOOJRLQJWROLQNXS,WKLQNSHUKDSV,GLJWRRPDQ\KROHVWKDW¶VP\
problem.  The avoided object - somehow there is always that and that 
seems to be the over-riding idea.  Sometimes in the writings of empty 
space, Susan Sontag writes about that, people who meditate try to create 
DQHPSW\VSDFHEXWVRPHKRZDV\RXJHWROGHULW¶VKDUGHUDQGKDUGHUWR
create that empty space because you have created so many pathways in 
your brain that somehow the empty, unexcavated bit is hard to find.  I 
think I can think myself into corners, as anyone can I am sure, any writer, 
musician.  And sometimes, so some parts of the work have become very 
therapeutic, so squashing silver, I am stilO VTXDVKLQJ VLOYHU VR QRZ LW¶V
like a compulsive behavior thing.   It is one of the most enduring 
relationships I have with squashing things, with squashing silver it, but I 
try not to analyze my work.  I very rarely read about myself; why would 
I?  I very rarely read about art, possibly monographs about artists that I 
love, but I try not to read current art magazine or current art practice.  I 
read a lot of other things about politics or science; the empty space can 
JHW WRR VZDOORZHG XS DQG , GRQ¶W ZDQW to be too conscious of what is 
going on in the current art scene because LW¶V QRWQHFHVVDU\WRPHDWDOO´ 
 
What role do you think conversations with others have in your 
artistic practice?  
 
³2KKXJH,WKLQN,WKLQNFRQYHUVDWLRQVQRWDERXWDUWKDYHDKXJHSODFH
And I realize that a lot of my art is quite oral, and I am aware that very 
often I feel inspired during a conversation; it might be the search for the 
mermaid, or it might be talking to someone who has nothing to do with 
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my line of artistic practice.  So if it is somebody who knows how to melt 
lead and draw it into wire, I might find myself talking to someone about 
metallurgy of geology, the properties of materials really; not only that, 
but chance encounters and conversations you have with someone who 
might be a tree surgeon.  I find myself far more stimulated during a 
conversation than I would ever have been in a studio; I am not a very 
studio-orientated artist.  I think that what I miss the most from art 
WHDFKLQJZKLFK,PLVVVRPXFKDQGQRZ,MXVWGRQ¶WKDYHWKHWLPHLVWKH
conversations.  I would be talking, two or three days a week, all day, 
DERXWVRPHERG\HOVH¶VDUWLVWLFSUREOHP$QGLQDZD\\RXZHUHVROYLQJD
lot of your own by not even focusing on your own; and that was very 
good, but it was equally very exhausting and just became too much with 
everything else going on. So really, conversations are very important.  
7KHPRUHVXFFHVVIXO\RXEHFRPHDVDQDUWLVWLW¶VYHU\Kard to have those 
FRQYHUVDWLRQVWKRVHNLQGVRIFRQYHUVDWLRQVZLWK\RXUSHHUVDQGLW¶VMXVW
WRR« , KDYH JRW ORWV RI IULHQGV ZKR DUH QRW DUWLVWV EXW WKH\ DUH
composers, or dancers or writers; once removed is much more liberating 
in a way.  My husband is an artist, and we live and work in the same 
EXLOGLQJ ZH WDON DERXW DUW EXW WDONLQJ DERXW DUW LVQ¶W QHFHVVDULO\ WKDW
XVHIXO´ 
 
Do you think that art starts with a blank canvas?  
 
³:HOO,DPQRWVXUH- DVVRRQDV\RXKDYHKDGDWKRXJKWLW¶VQRWEODQN
anyPRUH,W¶VLPSRVVLEOHLQDZD\IRUPH$UWQRZVWDUWVZLWKWKHPRVW
loaded canvas, with, like, the little mermaid, or the door that has been 
kicked.  So somehow, it is over-full of content somehow can be the 
EODQNHVWFDQYDV,GRQ¶WNQRZZKDWWKHSURFHVs is really, other than it is a 
very busy spot; but somehow, because it is you somehow have to hone in 
on the microscopic bit of it - something like a pinhole made by Charlotte 
Bronte, just a hole, and somehow the hole, the electron microphotograph 
of this KROH WKDW VKH PDGH ZKLFK ZDV YHU\ XQFRQVFLRXV VKH ZDVQ¶W
making it for artistic reasons, it was a by-product), but somehow the hole 
seemed to (and it was made by her, so the contours of it, what you are 
looking at, is totally created by her) somehow seems to sum up all the 
HPRWLRQDOEDJJDJHWKDW LVDWWDFKHGWRKHUDQGKHU IDPLO\,GRQ¶WNQRZ
VRPHKRZIRUPHDOOWKHVWXIIDURXQGWKH%URQWH¶VDQG,ORYHWKH%URQWH¶V
it is like a big romanticism and a received romanticism; the whole Bronte 
myth stuff is huge, and somehow taking the humblest thing that she ever 
did, I can find out more about her - not only her, but romance, or 
whatever the hole symbolizes for me, or emotional trauma.  So that little 
Bronte hole is one of the things that, well, all I am doing is pointing it 
RXW´ 
 
Do you think the artist should simply let the artwork speak? 
 
³, DPTXLWH KDSS\ WR OHWPLQH VSHDN  6RPHWLPHV RFFDVLRQDOO\ , KDYH
UHDGWKLQJVDERXWP\ZRUNDQGWKRXJKWµ2KWKDW¶VQRWKLQJWRGRZLWKLW
at all; people are projectiQJ RQWR LW¶  %XW LQ WKH HQG RQFH \RX KDYH
offered, your work is sort of open for interpretation.  And I want it to be 
open to interpretation, and I want it to be open to lots of different 
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interpretations; so it would be terrible if it all had just the same 
interpretation. I can offer a tiny bit of insight into what the process was or 
how I got there.  But once the work is made, I can understand something 
much more from doing it; but I get frightened if I over-analyze my work.  
I get fed up talking about iW EHFDXVH \RX WKLQN µ:HOO , GRQ¶W ZDQW WR
FORVHGRZQDQ\UHDGLQJRILW¶,I,JLYHDVOLGHVKRZ,ZLOOWDONRQO\DYHU\
VPDOODPRXQWDERXWHDFKVOLGH,GRQ¶WUHDOO\ZDQWWRILOOLWXSZLWKµ2K,
ZDVWU\LQJWRGRWKLV¶EHFDXVH,PLJKWKDYHEHHQWUying to do something 
completely different from what the work is.  I quite like work that is 
inscrutable.  I think Duchamp is one of my favorite artists; a lot has been 
ZULWWHQDERXWKLPEXWKHMXVWDEGLFDWHG´ 
 
 
 
 
Do you think there is a role for psychoanalysis in art practice? 
 
³<HV,DPVXUHWKHUHLV,GLGWKLQNWKDWZKHQ,ZDVWHDFKLQJ,IHOWDELW
like a psychoanalyst.  I certainly did.  Yeah, I think there is room for every 
kind of activity in art practice, whether it is science or history or 
geography or astronomy.  Art touches on everything, and I think every 
single person is there.  I was reading about Ferran Andria, you know the 
El Bulli chef, and I saw him speak actually; and he can talk about it 
VFLHQWLILFDOO\  3HRSOH VDLG µ2K ZKHQ DUH \RX going to open your 
UHVWDXUDQWLQ/RQGRQZULWHDFRRNERRN¶,WLVQRWDERXWWKDWDWDOO6R
LW¶VWU\LQJWRDQDO\]HHDFKEUXVKVWURNHDV\RXSXWLWRQDFDQYDV+HMXVW
ZDQWVWRFUHDWHQHZIODYRUVLW¶VDOPRVWDSKLORVRSKLFDOWKLQJDQGKHLVDQ
artist as far as I am concerned.  So I think there is room for a career in 
art so there is room for lots of different artists; they are not necessarily 
PDNLQJSDLQWLQJRUVFXOSWXUHRUZKDWHYHU,WKLQNWKHWHUPµDUW¶LVUHDOO\
DQQR\LQJ´ 
 
How do you think artists µcall¶ new work? 
 
³:HOO,WKLQNVRPHZRUNWKDWLVQRW\HWPDGHWKHUHLVVRPHZRUNWKHUH
worrying away wanting to be made.  My problem is now - which makes it 
very difficult to make art - is that I have lots of demands from people or 
offers to be in shows and create projects and they are all about their 
DJHQGDV,WLVYHU\KDUGWRVD\µ1R,GRQ¶WZDQWWRGRDQ\RIWKDW,DP
GRLQJ WKLV¶ EHFDXVH \RX PLJKW QRW NQRZ ZKDW WKH KHOO \RX DUH GRLQJ
7KDW¶VDKDUGHUWKLQJEXW,KDYHLGHDVWKDWDUHEUHZLQJ away which have 
not come to the surface.  But a conversation might trigger them breaking 
through, or a request like the mermaid; perhaps this little mermaid wants 
to come out.  Things worry away; then they pop out.  But in the end, the 
only person that can get them out is me; but sometimes, having pressure 
KHOSV´ 
 
Poiesis means calling into existence that which was not there 
before. Do you think that is possible?  
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³,WKLQNHYHU\WKLQJKDVEHHQWKHUHEHIRUHEXW,WKLQNUDWKHUOLNHGDUNFROG
matter out in WKHXQLYHUVHZHNQRZWKDWLWH[LVWVEXWZHFDQ¶WVHHLW$QG
ZHGRQ¶WNQRZKRZWRPHDVXUHLW LWQHHGVWREHGHILQHGRUVSUD\VRPH
paint on it to see what shape it is.  Do you know what I mean?  If you 
could give something intangible a shape - I think it¶V DQ(DVWHUQ VD\LQJ
about how do you define a hole because a hole is nothing, so you define it 
by the edge of it.  So the Bronte hole is a hole in a piece of paper, a little 
pin hole, so the hole has a papery edge so the contours of the hole are 
made by the paper; and the substance of the hole has been made by 
Charlotte by puncturing the paper, by a pin or needle, which created the 
space. But what is the hole?  I think the Eastern saying is that we are the 
hole, and we cannot be defined by anything.  What we see in the mirror, 
or how people respond to us, we will never see our faces.  So bringing 
LQWREHLQJWKDWZKLFKGLGQ¶WH[LVWLVZKDW,DPWU\LQJWRGREXW\RXKDYH
to give it the edge.  If it was an embryo firearm, we know what it is going 
to become; we could fill it in, but it has been stopped.  I think that is one 
of my favorite works, as it has not yet been born but its intention is 
WKHUH´ 
 
7KDW LV ZKDW , ORYHG DERXW \RXU VKHG  , FDQ¶W UHPHPEHU ZKLFK
book it was in, maybe Perpetual Canon where he talks about this 
WKLQJ WKDW , UHDOO\ ORYH ZKLFK LV WKDW µLW¶V RQ LWV ZD\¶
Philosophically, Gaudier says we are all just on our way and things 
are just becoming, so when you look at your exploding shed you 
see that moment of change, you can see it suspended and I 
SHUVRQDOO\WKLQNWKRXJK,GRQ¶WWKLQN\RXFDQSURYHWKLVWKDWWKDW
is Poiesis, but that moment when you can just capture it.  But 
what I have been finding out in this research project is the 
language in artistic practice is very different to the language of 
Poiesis in psychoanalytical practice.  So within psychoanalytical 
practice, you can be working with a patient and bring something 
new into existence by the language and by what is opened up; 
they have a new feeling that they have not had before.  But what I 
think for us as artists, or what I am trying to see, is that Poiesis is 
KHOG LQSHUFHSWLRQ \RXHLWKHUVHH LWRU \RXGRQ¶W VHH LW  6RRQH
SHUVRQFRXOGVD\ µ<HV,WKLQNWKDW LV3RLHVLV¶RUDQRWKHUSHUVRQ
FRXOGVD\µ1R,WKLQNthat is metamorphosis because there is a bit 
of old shed there and LW¶V MXVWFKDQJHG LQWR¶  ,W¶VDYHU\GLIILFXOW
thing that I am finding - to define in artistic practice, even though 
I feel as if I can see it.  
 
³'R\RXNQRZ'XFKDPS¶VQRWLRQRILQIUDPLQFH"´ 
 
No 
 
³,W¶VYHU\ZRQGHUIXOLWLVWKHGLIIHUHQFHEHWZHHQVRPHWKLQJFUXPSOHGDQG
VRPHWKLQJLURQHG,W¶VMXVWWKLVVOLSSDJHEHWZHHQRQHVWDWHDQGDQRWKHU
DQGWKDW¶VYHU\PXFKP\WHUULWRU\ 6RWKHWDUQLVK LVDYHU\ LQIUD-mince 
WKLQJ LW¶V WKH FKHPLFDO reaction on the surface of things, and the 
DWPRVSKHUHKDVFDXVHG WKHFKHPLFDO UHDFWLRQ  ,W¶VQRW UHDOO\DQREMHFW
WDUQLVKLW¶VVRPHWKLQJWKDW\RXFDQJHWULGRI%XWWKHDLUDQGWKHVKLQ\
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WRJHWKHUPDNHWKLVWDUQLVKFRPEXVWLQJVRWKDW¶VZK\,OLNHWKRVe kinds of 
things.  Liminiality?  Yes, it is. I try not to be too defined, what it is I am 
WU\LQJWRDFKLHYHEHFDXVH,GRQ¶WUHDOO\NQRZZKDW,DPWU\LQJWRDFKLHYH
But I always try to keep things out of focus for myself; and says with this 
thing the FoONHVWRQH0HUPDLG LW¶V DYHU\VLPSOHSRSXOLVW LGHD LQDZD\
but I am hoping through the process, or already, I am finding the secret 
lives of woman, all those people who could be the model.  And I look at all 
the 40 ladies, and I am wondering how many of them could be the model, 
EHFDXVH LW¶V D YHU\ YXOQHUDEOH-making thing to sit on a rock naked.  In 
EURQ]HLW¶V\RX,DPFDVWLQJWKHP7KHRQO\WKLQJWKDWZLOOEHPRGHOHG
will be their eyes, and perhaps a bit of fish tale if they get a fish tail, so it 
wilO EHZDUWV DQG DOO LQ DZD\  ,W¶V YHU\ FRXUDJHRXV DQG SHUKDSV WKH\
GRQ¶WUHDOL]HLW\HW3HUKDSVLW¶VILQGLQJVRPHRQHZKRFDQFRSHZLWKWKDW
the physicality of that, because of presenting yourself to the world rather 
than a representation of yourself to the world is very different.  Tilda 
Swinton in the Glass Box ZDVEHFDXVHVKHZDV«VKHZDQWHGWRGRWKDWLQ
FRVWXPHDQG,VDLGµ:HOOLI\RXGRWKDWWKHQ\RXGUHVVDV6QRZ:KLWH¶
%XWWKHQLW¶VDGHSLFWLRQLW¶VQRWUHSUHVHQWDWLYH,W¶VWU\LQJWRFUHDWH an 
illusion of something, and really so much more interesting is being 
\RXUVHOI¶%XWKRZPXFKPRUHGHPDQGLQJLWZDV3HUKDSV,GLGQ¶WUHDOL]H
through the process how much I was asking; because she had the original 
idea to sleep as snow white in a glass coffin, and then it became 
collaboration.  There was all these new collaboration grants with people 
IURPGLIIHUHQWGLVFLSOLQHVVR,VDLGµ:HOO,DPQRWLQWHUHVWHGLQWKHJODVV
coffin and the Snow White. I am interested in the sleeping.  So, you can 
be 6QRZ:KLWH¶ %XWVRPHKRZE\GRLQJWKDW LWPDGH7LOGDPXFKPRUH
YXOQHUDEOH ,GLGQ¶WXQGHUVWDQG WKDWDQGVKHGLGQ¶WXQGHUVWDQG WKDW  ,W
was a much more demanding thing; because I think she is a very great 
actress, but I think she really is quite a vulnerable person.  And so it was 
DGLIIHUHQWWKLQJDQGVRLW¶VLQWHUHVWLQJDV,KDYHDORWRIIULHQGVZKRDUH
DFWRUVZKRFDQGRRQFHUHPRYHG´ 
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Interview with Laurence Edwards 
 
Can you tell me how you became an artist? 
 
³%DVLFDOO\WKURXJKDIDFLOLW\RIGUDZLQJDVDFKLOGHQFRXUDJLQJSDUHQWVDV
a child and not much option as far as any other subjects evolving at 
school.  Leaving school at an early age at sixteen going straight to Art 
College, as this was the only thing that was seen that I could be good at. I 
developed from there really; and I found myself first day, and I felt myself 
at home, brilliant people explaining brilliant things, and the answers of the 
art world began and mysteries were unlocked in LoweVWRIW´ 
 
Without obstacles there would be no artists.  What do you think of 
this statement? 
 
³3HUVRQDOO\,ZRXOGDJUHH7KHHDVLHULWLVIRUDQDUWLVWLWVHHPVWRPHD
direct correlation with the quality of the art.  So I find the limitations, be it 
processes- based, facility-based, politically-based it all seems to strike 
LQWHUHVWLQJFKRUGVZLWKDUW´ 
 
Thinking back to yourself as a young student starting out, do you 
remember the obstacles you encountered? 
 
³$V D \RXQJ VWXGHQW WKH PDLQ REVWDFOHV WKDW , HQFRXQWHUHd were 
inherently with myself; to begin with, my lack of belief, confidence, my 
conservatism through lack of knowledge.  My ambitions were lunacies, 
YHU\ VPDOO YHU\ OLPLWHG EHFDXVH ,ZDVQ¶W DZDUH RI WKH SRWHQWLDO WKDW ,
had or what could be achieved; and it took many, many years through art 
college and beyond to slowly incrementally build up ambition.  And it is 
still growing, so the scope of what can be done and what can be achieved, 
people and places, is forever expanding in my head.  So I started 
expanding from a very conservative base, not a radical base, but from a 
JX\ZKRGLGQ¶WXQGHUVWDQGWKHVFDOHRIWKHZRUOGWKDWKHFRXOGRFFXS\´ 
 
Do you think your relationship to obstacles to the advancement of 
your practice has changed over the years? 
 
³<HV, ORRNIRUWKHPLW¶VQRZJHWWLQJWRWKHSRLQWQRZWKDWLW¶VQRWWKDW
you are trying to self-consciously make things difficult for yourself, but 
you know that you need the grit in the oyster in order to create the pearl.  
And so for example, I purposely, much to the annoyance of people who 
ZRUNKHUHGRQ¶WPDNHDQLFHVWXGLRIRUP\VHOI6RSHRSOHKDYHWRVXIIHU
LWP\VWXGLRLVDVHZHU,W¶VWKHORZHVWRIWKHORZHVWLW¶VDKDUGSODFH
,W¶VGLUW\LW¶VGXVW\LW¶VGDUNEXWRXWRIWKDW,ILQGWKDWLt feeds my creative 
VSDUN,GRQ¶WZDQWLWWRRFRPIRUWDEOHWKDWZRXOGNLOOP\DUW$VDUHVXOW
of that, I have limitations imposed upon me.  It comes about through 
habit and lack of having funds, having these spaces and making the best 
of them and out of that trying to make beautiful things.  And so out of 
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that, I never think I would have an Anthony Gormley warehouse with 20 
assistants.  It will always be to do with my immediate surroundings and 
WU\LQJWRPDNHVHQVHRI LWDQG LI ,GLGQ¶WKDYHWKDWREVWDcle to confront 
WKHQ,GRQ¶WNQRZZKDW,ZRXOGGR´ 
 
In the whole of your artistic life, what has been your greatest 
obstacle? 
 
³0H  6HULRXVO\ , WHOO \RX ZKDW WKH ELJJHVW REVWDFOH LV LW LV WKH FODVV
system within the art world.  I am a technician, and it has taken people a 
long time to realize that a technician can be a thinker and a creative; it 
has taken me many, many years.  It started at the RCA when I went to a 
foundry course alongside a sculpture course with the bright young things, 
and it was ver\ WUHQG\  7KH\ EHFDPH WKH <%$¶V EULJKW LQWHOOLJHQW DQG
from my point of view slightly indulged students, and I was working 
effectively as the coalman next door; and to have ostensibly a class 
V\VWHPVHWRXWIRUPHLQWKDWZD\GLGQ¶WGRP\FRQILGHQFHDQ\good. To 
be at the wrong place at the right time; it was not good, but at the same 
time brilliant because I sort of developed and grew basically to feel out of 
my time.  To deal with the lack of confidence, and to deal with the 
insecurity based on that experience, took a long time.  To not be tempted 
to join that world and try and talk about language has been very difficult.  
To hone my own style, skill, aesthetic, school of ideas has been very 
difficult because mostly it has been about me qualifying myself in the 
context of feeling or being a second rate citizen; the effect, the British 
class system, has been the major obstacle in my own self- development 
DQGWKHGHYHORSPHQWRIP\FDUHHUDVZHOODVP\JHRJUDSK\´ 
 
Has anybody or anything affected your approach to obstacles in 
your studio practice? 
 
³6ORZO\DQGLQFUHPHQWDOO\SHRSOHKDYHJLYHQPHFRQILGHQFHLQZKDW,DP
doing. I do consider the whole studio group as a piece of art.  I do believe 
that there is a social dimension to my practice, which is what this is, and I 
feel passionate about it.  So that sort of development, which has come out 
of necessity, has become a philosophy.  So the idea that I needed to 
share my studio and was forced to share work through the process of my 
bronze casting, so I needing help so I had to deal, had to share, or 
showing how to do.  So to begin with, it was mediated by other people 
who were in the world of education, but it has slowly developed in my 
social world in two spheres.  I have a hierarchy of people that come in 
from the established professional reputation base, as it were from London, 
who come in and work alongside me or I work with them.  Then I have 
the student world that comes in and assists and helps and takes studio 
space and learns.  So I have these two worlds that I am a part of, and 
that I am in the middle of, and then there are the established artists who 
DUHRQWKHMRXUQH\ZLWKPHDQGWKDW¶VYHU\LPSRUWDQW$QGHDFKRIWKRVH
has affected my dealing with obstacles, and there are specific people in 
specific moments when it has clicked.  This is more than a shambolic 
FROOHFWLRQRISHRSOHZKRGRQ¶WNQRZZKHUHWRJREXWWKDWLWFDQEHDSODFH
and it can mean something; it can mean something and have a bigger 
 281 
  
picture.  So obstacles have been overcome incrementally through that 
SURFHVV´ 
 
What role do you think conversations with others have in artistic 
practice?  
 
³%HFDXVHQRZLQWKHFRQWH[WRIWKLVVWXGLREHLQJSDUWRIP\SUDFWLFHDQG
the people that come in, to help and learn through my practice, the 
conversations are all relevant now; and the skill has been to be able to 
talk about my practice without seemingly not talking about myself all the 
time.  In that collaborate aspect and that social notion, talking about work 
is a far subtler thing than you would imagine.  So building a space like this 
comes out of a shared idea.  This space, which is basically a grain silo, has 
been turned into a little bar, pub, cozy snug; LW¶V got a deck, sofas, iron 
pillars, has a Raeburn cooker and a settle going around it, and this is a 
classic example, with one Elgin relief on the wall, cozy lighting, alcohol 
etc. this is where we meet; this is where we have little parties.  Often we 
meet in here after a bronze pour; we meet and have a little drink, cook up 
some food.  We will often sit here and talk at lunchtime, and in other 
parts, and discuss events.  But my practice and the fact that I need 
people all the time to help, and the fact that I have made my studio a 
virtual corridor which people travel, which means that I am disturbed 
constantly and irritated constantly and stopped from what I am doing 
constantly which is another obstacle that I have set up myself.  So 
effectively, I have had to make a virtue of every problem that I have got 
and turn it into a positive rather than be beaten by it.  So yesterday, five 
SHRSOH JRW WR WDON WRPH LQ P\ VWXGLR E\ WZHOYH R¶FORFN DOO FXWWLQJ WKH
DNA of my day up, all of them destroying the thought processes that were 
WDNLQJ SODFH IURP WKH EDQDO WR WKH JRRG FRQYHUVDWLRQV IURP µ&DQ \RX
pick XS WKHVDVKZLQGRZV IURPGRZQ WKH URDG"¶ WR µ:KDWDUH\RXGRLQJ
KHUH"¶ $OO WKRVH FRQYHUVDWLRQVKDYH WR FRQWULEXWH RWKHUZLVH , GLHVR ,
KDYHWRPDNHWKHPZRUNIRUPHDQG LW¶V LPSRUWDQWWKDW,DPRXWWKHUH
and open and not in a little box hidden away.  So I am happy for all the 
other artists to be in their little spaces doing what they want to do, but I 
have to be in the place where they all meet, where they are sociable.  And 
VR , JHW WKH EHQHILW RI HYHU\RQH¶V GLVPLVVLYH FRPPHQWV offhand 
comments, or unguarded comments; so I have a permanent critical 
scenario around me which is white noise and which I would be very 
surprised if many people could handle.  But I have had to learn to have it 
in order to create this social world that I deem important. I can¶WVD\QR,
want to please everyone, which most probably comes from all that 
insecurity from years ago and wanting everyone happy and wanting to 
FRPPXQLFDWHDQGVHHLQJOLIHDVIXQ´ 
 
 
 
Do you think that art starts with a blank canvas? 
 
³, ZRXOG VD\ WKDW , FRXOGQ¶W envisage a world where there would be a 
EODQNFDQYDV,FDQ¶WWKLQNRIDWLPHZKHQ,GLGQ¶WKDYHVRPHWKLQJLQP\
head, which would lead onto the next thing.  There is one moment - 
 282 
  
actually I was in India, and I arrived in India in a completely strange 
world, and I was given a room and it had nothing in it.  As a bedroom it 
KDGDVRIDDFRRNHUDQGDIULGJHDQGQRWKLQJLQLW,GLGQ¶WNQRZZKDWWR
do, so I sat and stared at blank walls for about a week and was scared, 
DQGZDVYHU\VFDUHGDQG , WKRXJKW µ,GRQ¶WXQGHUVWDQG WKLVZRUOG WKLV
SODFH RUZKHUH , DP¶  , DP LQ D FHOO DQGDZKLWHZDOO WR ORRNDW DQG
eventually the white wall became a very stimulating place in my head and 
became alive; that was a moment when I was really confronted by a 
blank space, a white space, and I had nothing to offer it.  I was about 
twenty, and all I could do was let the experiences that I was having at 
that time slowly grow.  That gave me a lot of confidence - out of nothing 
something can come; but the idea of, or the cliché of, the white piece of 
SDSHU,FDQ¶WDGKHUHWRR´ 
 
Is there a role for psychoanalysis in art practice? 
 
³,WKLQNDIWHUDOO,KDYHEHHQVD\LQJ,KDYHWRVD\\HV,FDQ¶WUHDOO\JHW
out of that one.  I would love to say no; I would love to say no, only 
because I would be naturally reticent because it blurs into therapy, and I 
GRQ¶W UHDOO\ EHOLHYH LQ WKDW LQ D GHHS VHQVH  , WKLQN LW ZRUNV LQ D
VXSHUILFLDOVHQVH,GRQ¶WWKLQNWKDWLWZRUNVRQDGHHSOHYHOEXWLI3ROORFN
did piss on the floor with his mates - ZHOODIWHUHYHU\WKLQJVDLG ,FDQ¶W
deny that there is a mental side like screwed up bloke trying to deal with 
WKHZRUOG´ 
 
 
 
 
How do artists call new work? 
 
³:HOO,FDQ¶WWDONRQDJHQHUDOOHYHO:HOO,KDYHJRWWKLVOLWWOHWKLQJLQP\
head, and the idea is this Sartre said (I read a book once) the imagination 
is a bad thing; I took it, as ideas are a bad thing.  If you understand a 
cube in your head, you understand the cube completely and there are no 
surprises in the cube, \RXFDQWXUQLWDURXQGLQ\RXUKHDGDQGLW¶VMXVWD
cube and your imagination has seen it and it stops.  That is the idea and 
that is my problem.  I have to make something to cause trouble; so I 
WKLQN,ZDQWWRPDNHDILJXUHDQG,FDQLPDJLQHWKHILJXUHDQGWKDW¶VILQH
It looks brilliant in my dreams, and I will get up and I know full well, it will 
die immediately a death immediately I make it.   And that is the moment 
when the thing stDUWVDQGWKDWLVWKHPRPHQWZKHQ,FDOOWKLQJV7KDW¶V
ZK\ ,PDNHVRPXFKVWXIIEHFDXVHPHQWDOO\ ,FDQ¶WEHVDWLVILHG  ,DP
suspicious of ideas.  So I have to destroy the ideas by making and then 
the object itself starts to generate its own ideas, LW¶V things; it sucks up 
and all the white noise starts to come in, to fuck it up, and life starts to 
WDNHXSDQGLW¶VDFKDRWLFZRUOGWKDWVORZO\FRQVWUXFWVWKLVWKLQJDQGDOO,
have to worry about is me being honest - to think that I am honest and to 
believe that this is me making this and not another force or another 
influence whether it be commercial, a bitchy comment, whether it be or 
something else - but commercialism is the usual worry.  The fact that I 
am making something real and not for a fact that it is proper; so those 
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are the main concerns, that I am being me.   And then you have those 
tramlines of worrying what type of object you are making - whether it is a 
VHQWLPHQWDOZKHWKHULW¶VDKDUGJULPDFHGQDVW\REMHFWDQGZKHWKHULWLV
something honest and mixing the two up and playing around with it.  You 
need to mediate the object as it goes, but that is the way the head deals 
ZLWKWKHREMHFW´ 
 
Do you think art can be taught? 
 
³<HV DEVROXWHO\  , FDQRQO\VD\ WKDW , KDYHEHHQWKURXJKD OLIHWLPHRI
education, the well-known world that I inhabit, educating constantly.  
Triggers are pulled and lights go on, and I am continually affected by my 
VXUURXQGLQJVDQGE\SHRSOHVRWKDWLVDQHGXFDWLRQLVQ¶WLW"´ 
 
Do you create your own methods or use other peopOH¶V
approaches?  
 
³,GRQ¶WKDYHDSODQEXW,NQRZIRUDIDFWRISHRSOHLQIOXHQFLQJPHKHUH
I, by the process of osmosis, absorb stuff.  I like to be a sponge; I like to 
be a witness to my work, and I like to feel that I am the tuning fork, a 
filter.  The better my hands get the better my brain gets, and my hand-
brain coordination gets better the more finally tuned that filter becomes.  
So the people coming in and out, and the people that I am watching, the 
life I am leading is slowly channeled more efficiently through this rather 
haphazard filter that is me. The methodology is not to have a 
methodology; it is trying to pare down my thinking and me and to be 
PXFKPRUHRIDUHFHSWRU´ 
 
Is the obstacle intrinsic to calling new work? 
 
³<HVLQP\FDVH\HV, DPMXVWWU\LQJWRWKLQNKRZ,PDNHWKLQJV,W¶V
RIWHQ WKHVWXEERUQPDWHULDO LW¶VRIWHQQRWJRRGDQGRIWHQGRHVQ¶W UHDOO\
JHWJRLQJWLOO,KDYHWKHILUVWFROODSVHDQG,KDGWKHILUVWGLVDVWHU,GRQ¶W
call it obstacle; I call it the beginning of a dialoJXH 6R LW¶V OLNH,DVND
TXHVWLRQDQG,JHWDQDQVZHU,GRQ¶WUHDOO\WKLQNLQWHUPVRIREVWDFOHV,
WKLQN LQ WHUPV RI  µ1RZZH DUH JHWWLQJ JRLQJ¶  , WKLQN µ2K \RX KDYH
DQVZHUHGPHQRZWKHFXEHKDVJRQHLQP\KHDG¶,GHILQLWHO\VHHLWOLNH
that; the simplest of things - say the time of year, a wax macquette in the 
middle of the summer - I will come back the next day and it will have 
fallen off the bench and be wonky on the floor.  So my process at that 
time is affected by the environment as well as everything else, so I end 
up often with my figures, loosing what I thought I had; but then again the 
environment, the weather or whatever, has created an obstacle and 
started a dialogue.  All this has to be seen positively otherwise I will be 
very depressed.  So it has to be taken on board and dealt with as a 
VHULRXVSDUWRIP\SURFHVV´ 
 
Poiesis is about calling into existence that which has not been 
there before.  Do you think that is possible? 
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³:HOO \HV HYHU\WKLQJ LV SRVVLEOH  (YHU\WKLQJ LQ WKDW VHQVH LV DQ LGHD
being thought, or an object being made; both are possible. Do people 
HYHUDQVZHUQR"´ 
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Interview with Steven Furlonger 
 
Can you tell me how you became an artist? 
 
³, WKLQN LQ WKH ILUVW LQVWDQFH LW ZDV WKDW FODVVLF H[SHULHQFH RI KDYLQJ D
really quite inspired art teacher at the secondary school I attended in a 
very small town in New Zealand - population about 4,000, pretty 
undistinguished in many ways except the one of which New Zealand is 
most famous for which is sport; lot of gung-ho activity in that way, and no 
tradition in fine arts or music or what have you.  But in those days, we 
had a system of training teachers which obliged them, for being funded 
WKURXJKWKHLUGHJUHHWRGRZKDWZDVFDOOHGµFRXQWU\VHUYLFH¶VRWKLVJX\
Bruce Rennie fetched up as the art teacher, and he was extremely 
extravagant - had a camp manner and highly theatrical, passionate and 
utterly shameless in his way of conducting his life, which at that stage 
was utterly radical and hilarious to absolutely everyone, including myself, 
DVKHMXVWHUXSWHGRQWRWKHVFHQHDQGGLGQ¶WVHHPWRFDUHLQVRPHZD\,
WKLQN KH UHFRJQL]HG , KDG VRPH VRUW RI DJLOLW\ OHW¶V Fall it agility, for 
drawing or what have you, and insisted that I take it seriously - invested 
a great deal of time and anger obliging that.  An example of that when 
Catcher in the Rye came out, he came in bearing the first penguin edition 
DQGVDLGµ*RKRPHDQGUHDGWKLV¶, just go home, take as long as you like, 
Just JRKRPH¶- fantastic that kind of commitment.  So there was a sense 
of the whole activity of making art, whether it was theatre, poetry etc.  
They were all the same stuff to him; that sense I picked up on there, not 
consciously.  At that age, thirteen, fourteen, fifteen you are not conscious 
of these things; you are just pleased to be seen as someone good at 
something, football or whatever, so that was really, really important that 
encouragement.  The sense of a grown-up, an adult, caring passionately 
about things like Picasso, Bruegal and all the rest of it, and at the same 
time kind of expecting you to be, that sense of expectation was incredibly 
important.  The system worked in the way that everyone was obliged to 
do what was called University Entrance.  New Zealand, unlike England 
where I had gone from before, the expectation was that you would go to 
university or art school, whereas Dorset where I came from, it was very 
exceptional in those days for people to get to university.  I think there 
were two or three in my memory that had ever gone on from Swanage 
that I knew about - so I did the necessary exams and fetched up in 
&KULVWFKXUFK¶V6FKRRORI$UW  ,ZRXOGVD\WKDWWKHQH[WQLQH\HDUV IURP
there, as I got a scholarship and went to the RCA, were largely about kind 
of finding, cajoling away to some kind of more secure place to consider 
myself as an artist.  Most of the time, it would seem to me was spent 
pretending to be an artist one way or another; an awful lot of acting goes 
on in art schools in early art careers, as you know, and it is an activity 
where it is quite difficult to distinguish between the two often  - and so I 
think I spent three of the four years I was at Art College destroying 
things.  I never kept anything prior to that time, and so I think this 
process of growing into an appreciation of the usefulness value of fine art 
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was a long time coming as far as I was concerned.  I was aware that it 
ZDVLPSRUWDQWEXW,GLGQ¶WNQRZKRZWRTXLWHPDNHLWLPSRUWDQWDQGVR
that is a second tier of maturing, and the third thing was simply enjoying 
a modicum of success.  It is a kind RIDIILUPDWLRQRI\RXKDYHQ¶WVHWRIILQ
entirely the wrong direction, and you begin to have shows and sold the 
odd pieces of work.  The completion of that circle - somebody liked 
VRPHWKLQJ WKDW , KDG GRQH DQG WKH\ KDGQ¶W ZDWFKHG LW EHLQJ GRQH
VXIILFLHQWO\ WRSD\DZHHN¶V VDODU\ IRU LW LV OLNHDSXEOLF DIILUPDWLRQ - all 
terribly important.  If I am going off the track, stop me.  
 
 
Without obstacles there would be no artists. What do you think of 
this statement? 
 
³,WKLQNWKDW¶VWUXH´ 
 
 
 
Thinking back to yourself as a young student, do you remember 
the obstacles encountered? 
 
³Talking about the obstacles encountered - starting off, I think self-
confidence played quite a large part, which is where I think the notion of 
agility is important; I think I mentioned it before, because I was quite 
agile.  I can draw all right, and I have a good eye to know which way up 
things go and all the rest of it, so that was terribly helpful.  I do 
remember being for a long time being nonplussed - the apparent 
contortions of finding oneself liking very various things and trying to 
contain them within the same schema, and that I always found rather 
difficult.  You asked about specific obstacles; there was a degree of self-
confidence, but it took me a long time.  I was very lucky to have the tutor 
at the college; there were good tutors all around.  I ZDVLQ,ULV0XUGRFK¶V
tutor group; she was pretty wonderful and introduced us to quite a lot of 
philosophical ideas.  She was absolutely wonderful; and the fact that she 
was clearly brilliant and famous and she took you seriously, that was a 
gift - another JUHDWJLIW´ 
 
Do you think your relationship to obstacles to the advancement of 
your practice has changed over the years? 
 
³<HV,WKLQNLWKDV,KDYHJURZQWRXQGHUVWDQGWKDWWKHUHLVWKLVPLJKW
sound a bit pseudo-ish but please forgive, there is a VRUW RI V\QWD[RI«
every material has an appropriate syntax, a sort of grammar, and we 
were all brought up with the notion that somehow that materials were 
dumb and somehow we imposed determination, will or vision on them and 
turned them into that vision by some means or another - by hacking away 
or building them up so that they were all in the service of the goal of that 
idea.  Now in fact, I think that is wrong headed, and I grew to understand 
WKDWLWGRHVQ¶WZRUNWKDWZD\7KHUHLVDVRUWRILQVLJKWRFFurs when the 
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materials are in your hand that cannot and could not have been 
vouchsafed prior to that act of manipulation.  Do you see what I mean?  
7KLVLVZKDW,PHDQE\V\QWD[\RXFDQ¶WPDNHDSLOHRIVDQGDFFHSWWKDW
it will be about sixty degrees and S\UDPLGDO LQ VKDSH  &DQ¶W EH GRQH
because it is in the nature of sand that it does that; in the same way 
ZDWHUSRXUVRXWIODW\RXFDQ¶WPDNHDSLOHRIZDWHUHLWKHUQRPDWWHUKRZ
hard you try.  So it goes.  So it was that apprehension, I suppose, of the 
underlying physical principles that were within materials that for me was a 
slow growing learning process, and upon which I based the work that I did 
DQG GR EHFDXVH LW VHHPV WR PH WKDW¶V SURSHUO\ VFXOSWXUDO VWXII - stuff 
that you could do with sculpture WKDW\RXFRXOGQ¶WGR LQDQ\RWKHUZD\
There are some people who are quite good at describing their ideas, 
DUWLFXODWLQJ WKHLU LGHDV DQG WKDW¶V ZKDW WKH\ VKRXOG GR DQG WKHUH DUH
some people who are fantastic at rendering a kind of quality through 
simply the juxtaposition of color, or whatever it is, tone or whatever, and 
sculpture is just manipulating stuff really, but with appreciation which 
means choosing something in the light of other choices you could have 
PDGH  7KDW¶V WKH MXGJPHQW WKDW¶V ZKHUH RQH¶V RZQ VHQVLELOLW\ JHWV
HPERGLHG LQ WKHREMHFWDQG WKH WKLQJV WKDW\RXDUHPDNLQJVR WKDW¶VD
VORZJURZLQJLQVLJKWWKDWVXVWDLQV´ 
 
In the whole of your artistic life, what has been your greatest 
obstacle? 
 
³0D\,DQVZHULWLQWZRSDUWV"%HFDXVHWKHUHLVDVRUWRI«WKHUHDUHWZR
things that occur to me.  One of the obstacles has been a sort of lack of 
energy when it comes to that necessary component that the successful 
execution of artistic life which is to do with all the stuff that surrounds the 
making process - the hustling, the publicity, the taking the photographs, 
the writing of the stuff under the photographs I have always found 
enervating.  You do it, but I do find it difficult whereas I know lots of 
SHRSOHZKRDUHYHU\JRRGDWLWIRUZKRLW¶VQot a problem.  But for me, 
GRLQJ D WKLQJ OLNH \RX¶UH GRLQJ D WKHVLV RU ZKDWHYHU , FDQ UHPHPEHU
feeling as I was finishing my thesis at the College the sense of relief lives 
with me now forty years later.  So there is that.  That was an obstacle; 
the diaspora of stuff that has to go round or beside the act of making.  
And the other thing I think is, because I am aware that you can or we all 
have something inside us verging on the obsession, obsessional really, 
and one can tap into that fairly adroitly.  OnHFDQOHDUQWRWDSLQWRWKDW´ 
I think David Sylvester said something like that; he said that the 
preoccupation was only as good as the obsession in his book on 
Giacometti? 
 
³+H¶VDEVROXWHO\ULJKW %OHVVKLVKHDUW +HZDVQ¶WDYHU\JRRGWHDFKHU
but he was a very good presence at the college.  And so I am aware that I 
am aware if you are prepared single-mindedly, push family and friends 
out of reach, walk in that sort of and I have never been at all good at 
WKDW7RVD\QRWRPDNHWLPHLVUHDOO\GLIILFXOW,KDYHEHHQWROGLW¶VD
IDLOLQJPDQ\ WLPHV DQG , FDQ UHFRJQL]H LW  , FRXOGQ¶W FKDQJHQRUGR ,
think I want to change, but from the point of view of being a successful 
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artist that you do need to have that single-PLQGHGQHVVDQG,GRQ¶WWKLQN
WKDW,KDYH,GRQ¶WKDYHLWLQDEXQGDQFHWKDWLVIRUVXUH´ 
 
Has anybody or anything affected your approach to obstacles in 
your studio practice? 
 
³<HV  7KH DQVZHU LV LPSOLHG Ln the last one really.  I do know lots of 
publicly successful artists.  I am going to answer this in a very convoluted 
way.  There have been loads of students, for example where you were, 
and a couple of Turner prize winners and the rest of it, and I recall that 
kind of they all had a kind of single-mindedness in the way that we are 
WDONLQJDERXWOLQNHGZLWKDPELWLRQDQGLI\RXOLNHDQDSSHWLWHIRUOHW¶V
FDOO LWVXFFHVVEXW\RXFDQFDOO LWIDPHLWGRHVQ¶WUHDOO\PDWWHUDQGVR,
noted that; and I also noted the kind of often the shallowness that often 
DFFRPSDQLHVWKDWDQGWKDW¶VDQHIIHFWLQUHYHUVH,ZRXOGQ¶WZDQWWREH
OLNHWKDW,ZRXOGQ¶WZDQWVXFFHVVDWWKDWSULFHLI\RXVHHZKDW,PHDQ
and at the same time there are other folk who seem to manage the 
balancing act pretty successfully.  There was a guy called Chris Hayson - 
he died before you were there - who came from a quarrying family in 
Dorset, and I was friendly with him before I went to New Zealand, and we 
simply met up at the college and by chance he had been to Bournemouth 
$UW6FKRRO$TXDUU\PDQ¶VVRQEXWZLWKVLQJXODUO\WUDQVSDUHQWO\,WKLQN
he had the best intellect of anybody I had met - not hugely widely read, 
but he put the inborn agility to very good use, and that was an education 
- a real education ± and a guy called John Panting, who preceded me by a 
couple of heads at Central St. Martins who was also at New Zealand and 
transpires was bi-polar, very prone to huge depressions, basically we 
spurred each other through college.  He was galvanic in many ways; that 
was hugely important and did have all these other attributes that I am 
talking about at the moment - the need and the ambition and the appetite 
- EXW KDG VXFK KXJH WDOHQW WKDW LW DOO FDPH WRJHWKHU« YHU\ VLQJXODU
person.  Just been picked up by the Tate, just in the last year, which is 
JUHDW´ 
 
What role do you think conversations with others have in artistic 
practice? 
 
³, WKLQN LW DIIHFWV LQ VR IDU DV LWZRUNV E\ DIILUPDWLRQ RI LGHDV DQG WKH
received view is that one is HLWKHULQIRUPHGRIQHZWKLQJVRQHGLGQ¶WNQRZ
EXW DOVR WKH SDWWHUQ LV FRQILUPHG LQ RQH¶V PLQG WKURXJK WKRVH
FRQYHUVDWLRQV7KLQNE\SRVLWLRQWKHQWKHWKRXJKWµ:HOO,GRQ¶WZDQWWR
JRWKHUHWRREXW,KDYHQ¶WJRWURXQGWRWKLQNLQJLW\HW¶RUµ,KDYHQ¶Wgot 
URXQGWRVD\LQJLW\HW¶,WLVWKHVDPHVRUWRITXDOLW\\RXJHW,ILQGLQVD\
Shakespeare for example.  Time and time again you go to a 
Shakespearean play; you might be perusing the text, but unlikely to be 
doing these days, and you suddenly think, µ6KLW  <RX JRW WKDW ULJKW
7KDW¶V7URLOXVRQMHDORXV\¶IRUH[DPSOH$QG\RXWKLQN µ7KDQN\RX0U
6KDNHVSHDUH \RX GLG WKDW UHDOO\ ZHOO  1RZ , GRQ¶W KDYH WR GR LW¶ 2U
%HUQLQL ZKHQ KH FDPH LQ &KULVW WKDW PDQ FRXOG FDUYH  :KDW , KDGQ¶W
appreciated wDVWKDW LWZDVZKHQKHVWDUWHGZHOO WKDW¶VZKHQKH
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was born, the tail end of the Renaissance. God!  Thank you very much; it 
is giving me words.  I am getting off the subject, but the feeling is very 
PXFK \RX NQRZ DV \RX DFTXLUH D YRFDEXODU\ LW¶V QRt often a conscious 
word acquisition, it happens according to need; and it becomes 
LQFRUSRUDWHG LQ RQH¶V VFKHPH RI WKLQJV DQG LW JLYHV \RX D JULS RQ WKH
world and one is terribly conscious at a later date of running into new 
words, new vocabulary which is potentially useful.  And then when you do 
use that word, you are aware of using it for the first time.  I bet you 
become aware of using a new word for the first time, and there is a 
feeling that you have been given another little hand, held up the sheer 
face of experience by virtue of somebody introducing you to it.  I get the 
VDPHIHHOLQJORRNLQJDW%HUQLQLRUORRNLQJDWVRPHRI&DLUR¶V¶ZRUNVRQH
is granted for a moment - this is a bit of hyperbole - one is granted for a 
moment to view the world; it is OLNHSRSSLQJXSRQVRPHRQH¶VVKRXOGHUV
for a moment, and you do see a little bit further, differently, or shining a 
WRUFK7KHUHDUHDOOWKRVHVRUWRIDQDORJLHV´ 
 
Do you think art starts with a blank canvas? 
 
³1R,WKLQNLWGRHVQ¶WZHVWDUWIURPZKHUH ZHDUHZKLFKLVQRWEODQN´ 
 
 
 
Do you think that artists should simply let the artwork speak? 
 
³1R,GRQ¶W,WKLQNWKDWZDVDVKLEEROHWKWKDWZHZHUHSDUWLFXODUO\SURQH
WRR  ,W DURVH , WKLQNRXW RI WKH µWUXWK WRPDWHULDOV¶ GLFWXPZKLFK ,ZDV
brought up on, and you were probably the legatee of, which held sway 
and holds sway - held sway within the education system for quite a long 
time and very properly so because it was running counter to what had 
gone before, but I think that what that led to was a sort of driving with 
your elbow out of the window, with tough boots on and whistling at girls.  
I think it is a thoroughly machismo view of sculpture, and basically I think 
ZRUGVDUHXVHG WR WKHYHU\EHVWRIRQH¶VDELOLW\ WR LQVLQXDWH WKHPVHOYHV
within the experience you are trying to describe and every effort should 
be made to do that appositely and with as much grace and elegance.  
ThDW¶V ZKDW ZRUGV DUH IRU LW¶V QRW WR FRQIXVH WKH RQH IRU WKH RWKHU
because they can be used to obfuscate, blur, as readily as they can be 
used to clarify ± WKH\VKRXOGEHXVHGWRFODULI\´ 
 
Matisse said artists should cut out their tongues whereas Anselm 
Keiffer is heavily involved with Celan. 
 
³+D-ha!  You are absolutely right.  I think basically you can accompany it 
WKHDUWZRUNWRWKHYHU\EHVWRIRQH¶VDELOLW\EXW,VXSSRVHWKHFDYHDWLV
\RXGRQ¶WXVHWKHZRUGVWRPDNHH[FXVHVRUJORVVXS,I,KDGEeen given 
IRUHYHU\WLPHWKDWVRPHRQHKDVVDLGWRPHWKDWWKH\ZHUHµLQWHUHVWHG
LQUDLVLQJWKHTXHVWLRQQRWSURYLGLQJWKHDQVZHU¶RUµ,OLNHWKHUHODWLRQVKLS
EHWZHHQ WKH IURQWRI WKHFDQYDVRU WKHVLGH¶ $QG\RXWKLQN µIXFNRII¶ - 
VWRULHV DERXW µRQFH XSRQD WLPH DQG WKHQDQG WKHQ¶ LW¶V QRW DERXW WKH
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narrative thread; you have to be aware that words can be used both 
ZD\V´ 
 
Is there a role for psychoanalysis in art practice? 
 
³$WWKHPRPHQW,ILQGLWSUHWW\IDVFLQDWLQJDVLWLVXQGHQLDEO\WKHIDFWthat 
outsider art and Colin Wilson and all that stuff, Dubuffet, there has been a 
sense that revelations have occurred through the closer examination of 
the kind of art that stands outside the current cultural trend, and 
psychoanalysis has busied itself, concerned itself, with trying to 
understand more of this and to that extent I think that it is really 
LQWHUHVWLQJYHU\LQWHUHVWLQJ´ 
 
 
 
 
 
How do you think artists call new work? 
 
³,WKLQNLW¶VDKDFNQH\HGDQDORJ\- QRLW¶VQRWLW¶V actually what happened 
to me.  It was quite straightforward.  I can remember as a youngster 
having a paper round, these are two examples, and I can remember 
having a paper round and being up very early in the morning on my bike 
in Dorset at the age of about 11, cycling around, and a particularly cold 
frosty morning - and at that age, solitarily cycling before anybody is up 
there was a sense of sort of possessing the world.  There was also frost on 
the trees, and I remember the clarity - seeing the tree against the blue 
sky, feeling a kind of elation that I was part of that now, and I know with 
great certainty that image and that feeling found its way into a later piece 
of sculpture, much later, 1970, which was reflection and stilling and the 
clarity of the image.  So I think what happens is that we consciously and 
unconsciously - WKHUHDUHVRPHLPDJHVLI\RXOLNHOHW¶VFDOOWKHPLPDJHV
some moments, images stay with one just as some memories stay with 
RQH DV ZH GRQ¶W UHPHPEHU HYHU\WKLQJ VRPH LPDJHV VWD\ ZLWK \RX D
reflection in a puddle or whatever it is, and at another time and unbidden 
RQH ILQGV D FRUUHVSRQGHQFH LQ DQRWKHU SDUW RI RQH¶V H[SHULHQFH  6R
correspondence is most probably the key word.  Those can be completely 
disparate experiences, and completely disparate in time, but there is a 
VHQVH WKDW WKH\EHJLQ WR LQKDELW WKH VDPH VSDFH LQRQH¶VKHDG RU WKH\
FDQEHPDGHWRLQKDELWWKHVDPHVSDFHLQRQH¶VKHDGDQG,WKLQNWKDW¶V
the beginning of what you are talking about.  It sounds like a call.  I can 
remember also going gliding for the first time, and the very few times that 
I have been gliding a couple of times and being towed up behind a 
laboring tiger moth.  So the thing about gliding is that it is a very efficient 
PDFKLQH LW GRHVQ¶W KDYH WR FDUU\ WKH ZHLJKW RI HQJLQes or too many 
people or anything.  We think of towing like going along and being hanked 
around corners, but it is not like that at all. Frequently, the glider is way 
above the towing plane because it is so much more efficiently released, 
and the guy behind me said that now we will do a right turn and as you 
WXUQ \RX VOLGH \RXU ZD\ GRZQ  ,W¶V QRW MXVW WXUQLQJ ULJKW LW¶V D ORQJ
veering sliding movement and that feeling is very powerful and that also 
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find its way into a piece of sculpture that I made currently.  The feeling 
was sufficiently powerful to stay and found its correspondence in some 
material that I was handling and twisting, and basically, if I can describe it 
in a very crude way, you have a vertical thing and it collided into a 
horizontal thing turned.  I do it in the gesture quite naturally; you get 
what I am getting at in the gesture.   It is a kind of affirmation of that 
IHHOLQJ GRQH WKURXJK SRLQWLQJ D WRUFK LW¶V OLNH SRLQWLQJ D WRUFK
VRPHWKLQJFRPHVXSDQG\RXWKLQNµWKDW¶VDPD]LQJ¶´ 
 
Do you think art can be taught? 
 
³:KDW,WKLQNDERXWLWLVWKLV,JXHVVWKDW,KDYHKDGWRRORQJLQWHDFKLQJ
WRWKLQNWKDWLWFDQ¶WEHJRWDW,NQRZZKDW\RXDUHGULYLQJDW- it is in a 
sense, if it can be put in any sort of format that can be transferred to 
somebody else so probably not - but what can be done, you can convey 
the passion and importance and also give the technical-making tools, so 
you can convey a great deal.   So the essential bit, the true bit of art, is to 
enable oneself to somewhat vicariously glimpse the world through 
VRPHRQHHOVH¶V H\HVDQG WR IHHO WKHLU RZQSRVLWLRQRI WKHZRUOG DW WKDW
moment by contrast or by affirmation.  I think you can give all the 
accoutrements, those can be taught, and most importantly the 
commitment to the worthwhile-ness of the enterprise can be conveyed 
through the act of teaching.  Teaching itself is probably all that is 
necessary.  The act of being there and trying hard to be there and trying 
to communicate with someone else is a very significant act, and to do it 
with sympathy and conviction is a rare gift - not so many people have 
WKDW´ 
 
Is the obstacle intrinsic to new work? 
 
³/LNH RQO\ ZRUNLQJ ZLWK \RXU OHIW KDQG"  <HV , WKLQN LW LV WRR ZHOO
documented to not to be, because one of the big difficulties that really lies 
behind this question is that we are creatures of habit and we get into the 
habit of certain images and certain ways of drawing.   You only have to 
look at kids drawing in class; they get good at ballerinas or good at 
IRRWEDOOHUVDQGWKDW¶V what they do and they get very skillful at it.  But I 
think there is a pretty clear feeling of excitement when we are breaking 
new ground internally in terms of making art, when you are touching the 
edge of something that you are not that sure about, and you are by 
definition on the edge of what you have not done before; it is a very 
tangible excitement.  I think one feels at that moment, and I think that is 
a tremendously key situation to be in.  One of the most important things 
as a teacher is to encourage that situation in others and in oneself - of 
course if you are making a work of art - but to be able to summon it and 
SURPRWHLWWKDW¶VYHU\PXFKDTXHVWLRQRIVWUDWHJ\:KHQ\RXDUH\RXQJ
ideas are ten a penny; we will have another good idea tomorrow.  In fact, 
I have learnt that you need to be much more parsimonious about 
WKURZLQJJRRGWKLQJVDZD\RUOHWWLQJWKHP,WVHHPVWRPHLW¶VDNLQGRI
fuel - that excitement is a kind of fuel; one should kind of string it out as 
long as possible and make it last, because if you can encourage yourself 
WR PDNLQJ VRPHWKLQJ PDQLIHVW WKDW ZDVQ¶W WKHUH EHIRUH WKHQ WKDW
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becomes the starting point for the next enterprise and the next and so it 
JRHV´ 
 
 
 
 
Poiesis is about calling into existence that which has not been 
there before ± do you think that is possible? 
 
³<HV , WKLQN VR , WKLQN LW LV DQ LQFUHPHQWDO SURFHVV DV ZHOO DV WKH
complete vision.  It happens kind of block-by-block, and it is very clear 
IURPZKDWZHKDYHEHHQVD\LQJWKDWWKHUHLVDQDVSHFWWRLW´ 
 
You have worked for how long at Central St. Martins Teaching? 
Twenty-five, 26 or 27 years?  Was that an obstacle to your own 
artwork? 
 
³,I , ZDV EHLQJ FROG-blooded and standing outside myself, I would say  
µ<HV LW PRVW SUREDEO\ ZDV¶ LQ WKDW , KDYH DOZD\V found it incredibly 
difficult to concentrate on one or two things at once, simple-minded.  So I 
VWLOO GRQ¶W EHOLHYH WKDW , FDQ KDQGOH WRR PDQ\ WKLQJV DW WKH VDPH WLPH
although you would argue busy sculpture department you are handling 
many problems with different students, but that is different.  What you 
DUHWDONLQJDERXW LVRQH¶VRZQDPELWLRQVDQGVRIRUWK  ,W LVQRDFFLGHQW
that the last one-man show I had was the year I became a full-time 
teacher.  The second part of your question, which is sort of iPSOLHGµ'R
\RXWKLQNWKDW\RXUHJUHWLW"¶,GRQ¶WWKLQN,GRUHDOO\,KDGDJUHDWGHDO
RIIXQWHDFKLQJDQG,GRQ¶WVXEVFULEHWRWKHW\UDQQ\RIHYHU\PRPHQWQRW
VSHQWWKLQNLQJDERXWDUWLVDZDVWHRIPRPHQW,WKLQNWKDW¶VEXOOVKLWDQG
I think there is an awful lot of neurosis that is driven by that worry and 
DQ[LHW\GULYHQE\WKDW,WKLQNVRWKDWLVZKDW,WKLQN´ 
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Appendix G: Interviews with Tutors 
 
 Question for Tutors 
 
1. Thinking back to yourself as an art student/graduate ± do you 
remember the obstacles that you encountered and does that 
experience influence how you work with students to deal with their 
obstacles today? 
 
2. In your practice as a tutor, which has been the greatest obstacles 
you have encountered in students work - are these obstacles 
different from the obstacles you have encountered in your own 
studio practice.  If it is why do you think that is? 
 
3. When working with students how do you help them to work with 
the obstacles they encounter? Are you aware of using a 
methodology? 
 
4. Has anybody or anything affected your teaching approach to 
dealing with obstacles with students? For example PG cert, changes 
in your own art practice, other tutors? 
 
5. What role if any, do you think psychoanalysis has in art colleges 
today?  Have you ever seen it used? 
 
6. -DPHV(ONLQVDXWKRURIµ:K\SDLQWLQJFDQ¶WEHWDXJKW¶DQG3URIHVVRU
RI $UW +LVWRU\WKHRU\ &KLFDJR 8QLYHUVLW\ DUJXHV WKDW DUW FDQ¶W EH
taught.  What do you think of this statement? 
 
7. Poiesis is about calling into existence that which was not there 
before and this PhD project examines the role obstruction has in 
creating the new.  Do you think poiesis in art practice is possible? 
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Interview with Daniel Sturgis (Camberwell School of Art 2010) 
 
Thinking back to yourself as an art student/graduate ± do you 
remember the obstacles that you encountered and does that 
experience influence how you work with students to deal with 
their obstacles today? 
 
³7KLQNLQJ EDFN WR P\ RZQ H[SHULHQFH DV DQ DUW VWXGHQW DQG DOVR
amplifying the students that I teach with, there are two broad - or two 
SODFHVZKHUHREVWDFOHVPLJKWRFFXUZKHQ WKLQNLQJDERXWZKDW µVWRSV¶RU
µVWULNHV¶DFUHDWLYHSUDFWLFH2QHZRXOGEHDYHU\SUDFWLFDOWKLQJOLNHWLPH
RUWKHRWKHULQIOXHQFHVRQHKDVZUDSSLQJDURXQGRQH¶VOLIH which can deter 
you from making work, and one of the most important things an art 
institution can do is throughout the course of the degree, or with 
postgraduates, is to say, or make students realize, that everything in a 
sense is about making art.  As in truth, there is no need to and there is no 
GHPDQG IRU LW  ,W LV D SHUVRQDO YRFDWLRQ LW¶V QRW UHDOO\ D FDUHHU LW¶V
vocational as a profession.  And although there will be moments within an 
DUW VWXGHQW¶V H[SHULHQFH ZKHQ WKH\ ZLOO EHFRPH YHU\ FORVH WR EHLng a 
SURIHVVLRQDOEXWWKDWLGHDWKDWLW¶VDYRFDWLRQWKDWLVVRPHWKLQJWKHDUWLVW
chooses is very important.  I suppose one of the other things, or one of 
the big differences I see, is there was very little commercial art world in 
WKHSDVWVRRQHGLGQ¶W really think one was ever going to sell anything; 
or, if one did think one was going to be in that sort of position, it would be 
PXFKODWHULQRQH¶VFDUHHUWKDWRQHZRXOGGRWKDW6RSHUKDSVRQHRIWKH
things that I think is different now with the explosion of the art world in 
the last few years, is now there is an expectation; expectations are high, 
and I suppose that is one of the things one has to counter.  One has to 
think about and to prepare people for that might happen, but it also might 
not happen, and how they maintain their practice wherever it might lead, 
so it gives them kind of inner strength of investigation into what they are 
doing, and so that is the second thing.  You have the first obstacle, which 
LVSUDFWLFDOWKLQJZKLFKLVµZK\ERWKHUWo get up in the morning and make 
DQ\ DUW"¶ $QG WKH VHFRQG REVWDFOH LVPRVW ± well, the chances are that 
PRVWDUWKDVEHHQPDGHDOUHDG\VR\RXKDYHDIHHOLQJRIµ:KDWFDQ\RX
FRQWULEXWHZKLFK LV D FHOHEUDWLRQ RI SDVW NQRZQ WKLQJV"¶  $OWKRXJK SDVW
known things may be grand and good, they might not be original or have 
an element of originality in them, and that is a really big problem - so 
WKHVHZRXOGEHWKHWZRDUHDV´ 
 
In your practice as a tutor, what are the greatest obstacles you 
HQFRXQWHU LQ VWXGHQWV¶ work, and are these obstacles different 
from the obstacles you encounter in your own studio practice?  If 
they are different, why do you think that is? 
 
³)RUP\VHOIREYLRXVO\ LWKDV LQWKHVHQVHWKDWP\SUDFWLFHDVDQDUWLVW
and the thing I am very much interested in, is the kind of legacy or 
continuation or certain ideas around abstract painting and how it is tied to 
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models and how it throws modernism into question and where does it lead 
the language that is tied to it?  So for myself, it has taken me a long time 
to find the parameters of the things that I am interested in.  I feel that 
there is a lot of work that I want to make and a lot of ideas I want to 
develop.  So I think that is a gradual position, and the realization of the 
things that interest me about work in the studio is to the problem of the 
legitimacy of the mode of making which might be seen as an art form, or 
may be seen as legitimate as being very problematic in abstract painting.  
So by challenging the history and the kind of gender position, this is very 
LPSRUWDQW´ 
 
When working with students, how do you help them to work with 
the obstacles they encounter?  Are you aware of using a 
methodology? 
 
³7KHELJJHVWGLIILFXOW\ WKDWDQ\DUWLVWKDVZKHWKHU WKH\EHDVWXGHQWRU
not, is to see if the ideas they are communicating are the ideas that 
people are seeing in their work.  If you paint a picture of an airplane and 
HYHU\RQHWKLQNVLW¶VDELUGDQG\RXUHDOO\ZDQWLWWREHDQDLUSODQH\RX
really have a big problem.  It is to do with the responsibility you have with 
your work to monitor what it does, because it is part of human nature for 
people to see different things in different things, but one can refine that 
so that although one might be talking tangentially at times, alluding to 
things, we might be drawing on different references, it has to be as close 
an arena to the audience you want and it is the responsibility to what you 
DUHPDNLQJ³ 
 
Has anybody or anything affected your teaching approach to 
dealing with obstacles with students?  For example PG Cert, 
changes in your own art practice, other tutors? 
 
³,VXSSRVHH[SHULHQFHLVZKDWRQHRIWKHWKLQJVDQDUWLVWLVWHDFKLQJLQDUW
school; as an artist bringing other artists in to teach experience as well, 
experience is one of the things you are interested in ± showing students 
that they may have very different ideas than you do, different generation 
to who you are and different terms of references than you do.  But I think 
it is very important as a person in a position of teaching art students to 
show the things that have happened in the past.  Inform them in the 
SDLQWLQJ GHSDUWPHQW RI SDLQWLQJ¶V UHFHQW KLVWRU\ SDUWLFXODUO\ SDLQWLQJ
KLVWRU\ IURP WKH ¶V RQZDUGV VR WKH\ IHHO SDUW RI D OLYH GHEDWH DQG
dialogue.  One of the obstacles that people have is the falling back on 
known tropes or also carrying off things that they feel are successful - 
everyone does; if you think you are quite successful and do it again, you 
ZRQ¶WNQRZZKHUH\RXDUHSXVKLQJWKHERXQGDULHV,WLVWUXHZKHQRQHLV
making a painting, what might be a huge risk to you might seem very 
PLQRU WRVRPHRQHHOVH\RX WKLQN LW¶VDQ LQFUHGLEOH LQQRYDWLRQ WRVZLWFK
IURPUHGWREOXHDQGLQIDFWLW¶VQRW6RLW¶VILQGLQJWKHERXQGDULHVRIDQ
LQGLYLGXDO¶VSUDFWLFHLQIRUPLQJWKHPRf a lot of work that has happened in 
the past, which they may or may not know about, and also challenging 
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their ideas as much as possible all the time to question the assumptions 
WKDWWKH\KDYH´ 
 
What role if any, do you think psychoanalysis has in art colleges 
today? Have you seen it used? 
 
³7KLVLVDELJTXHVWLRQLVQ¶WLWWRGRZLWKDUWDQGWKHUDS\,VXSSRVHDQG
though I completely recognize the therapeutic method of making, the idea 
of psychoanalyzing someone through their making seems to me quite 
SUREOHPDWLFDWWLPHVDQG,WKLQNLW¶VPXFKPRUHLQWHUHVWLQJ7ZRWKLQJV
are interesting: one is looking at objects that have been made as part of 
the culture that they come from, and of course you might use 
psychoanalytical or anthropological understandings to see that on a 
broader cultural level and an individual level.  One of the most interesting 
exhibitions that I looked at recently is one that John Thompson curated at 
Whitechapel - an artist curated project - where he was using a lot of work 
from thH0DXGHVOH\¶V&ROOHFWLRQDQGD ORW RIZRUNE\HVWDEOLVKHGDUWLVWV
and making the point that there is no difference.335  We look at these 
things together in a sense that things to do with mental health and art in 
the same way; we all have special needs at special times so looking is 
LPSRUWDQW  , WKLQN ZKDW LV EURXJKW WR WKH IRUH LV µFRPPXQLFDWLQJ¶ ZLWK
people that you are making objects that are embodying ideas that you 
have which you are then communicating to other people.  They might 
want to read just as you read a book in different ways you read a painting 
in different ways - an audience will take different things from it - or a 
piece of music.  What you do is place your work in a context that you 
hope the readings you adhere to will hold up, but obviously \RX FDQ¶W
JRYHUQKRZRWKHUSHRSOHDUHJRLQJWRDSSURDFKWKHZRUN´ 
 
-DPHV (ONLQV DXWKRU RI ³:K\ SDLQWLQJ FDQQRW EH WDXJKW¶ DQG
Professor of Art History and Theory at Chicago University, argues 
that art cannot be taught.  What do you think of this statement? 
 
Well, I completely disagree with it; well James Elkins, I am well aware of 
his writing.  I think that I am much more of the position that, as in any 
creative discipline, art can be taught, and there is a hunger for people to 
understand art, not only in art colleges.   You have just to go around 
galleries to see the popularization of contemporary art, and I think that 
through knowledge and understanding and the looking at things that 
SHRSOHJHWPRUHLQWRLW´ 
 
Poiesis is about calling into existence that which was not there 
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think poiesis in art practice is possible? 
 
                                                             
335 ³,QQHU:RUOGV2XWVLGH´2XWVLGHU$UWLVWV, Whitechapel Gallery, April 28-June 25, 2006.  
http://www.whitechapelgaleery.org/exhibitions/inner-worlds-outside 
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³, WKLQN WKH LGHDRI FDOOLQJ LQWR H[LVWHQFH WKDWZKLFK LV QRW WKHUHEHIRUH
sounds to me like an act of creation - you have created something that 
does not exist.  The difficulty of that as a concept is that everything, or so 
many ideas or so many positions, exist already, that really we are 
rearranging things with positions, ideas, history that have already existed, 
but we can do that in new ways, which creates a new position.  So 
although I think the idea of something original is very difficult, I think 
originality can happen through an individual looking in a particular way 
whether that be through materials, art history or what have you; so that 
ZRXOGFUHDWHDQHZSRVLWLRQ´ 
 
Extra ending remark about the tension between practice and 
teaching 
 
³,WKLQNWKDW,ZRXOGJRERQNHUVLI,ZDVLQWKHVWXGLRDOOWKHWLPHPDNLQJ
paintings.  As I said at the beginning, it is a sort of selfish preoccupation 
and it is also something you do singularly on your own, testing your own 
position I suppose, and therefore the dialogue within a studio is great.  So 
, GRQ¶W ILQG DQ\ WHQVLRQ EHWZHHQ WKHVH WZR WKLQJV  7KHUH is always a 
mixture - the amount of time, the energy you are going to put into 
everything - EXWDVORQJDV\RXNQRZZKDWRQH¶VRZQPRWLYDWLRQLVWKHQ
LW¶VDEVROXWHO\ILQH´ 
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Interview with Edwina Fitzpatrick July 22 2010 
 
 
Thinking back to yourself as an art student/graduate - do you 
remember the obstacles that you encountered, and does that 
experience influence how you work with students to deal with 
their obstacles today? 
 
³,ZRXOG VD\\HV EXWZKDW , UHPHPEHU YHU\TXLFNO\ LV EHLQJH[WUHPHO\
broke and moving from Brighton to London and not having any 
infrastructure, having to make connections and links and things, and this 
LV VRPHWKLQJ WKDW , GR SDVV RQ EHFDXVH LW¶V IXQQ\  , ZDV WDONLQJ WR D
colleague the other day, we are teaching on the MA and have just come to 
/RQGRQ IRU WKH\HDU DQG WKH\GRQ¶W NQRZZKDW /RQGRQ LV OLNH DQGKRZ
hard that it can be; it is easy to forget when London has been your home 
for 21 years just how cruel this city can be.  So having these 
conversations with students, it is on a sort of pastoral level - not just 
talking about art practice, but it is this sense of loneliness and not being 
connected.  It never actually stopped me working though; the only time 
WKDW , GLGQ¶WZRUN DQG WKDWZDV D SHULRG RI DERXW PRQWKV SUREDEO\
about six years after I graduated, both my parents died and about seven 
other people died around me - my mum and dad, my boss died, friends of 
friends; it was everywhere.  And this was the crisis that I hit, which was 
why am I doing this, because if mortality is so important and I think I had 
got to the point where my art practice was disappearing up its own 
backside.  It was getting very expensive, and I was doing stuff for the 
SKRWRJUDSKHUV¶ JDOOHU\ HDFKSULQW ,ZDVGRLQJZDV FRVWLQJRYHU
just to print, and I think it was an object lesson that I actually stopped 
because I had to rethink in time.  I stopped working in photography 
exclusively on the back of that.  I simplified what I was doing the work 
about.  If death is surrounding you, then to do anything other than death, 
WKHQWKDW¶VZKDW\RXDUHWKLQNLQJDERXWGHDWKDQGPRUWDOLW\DQGWKDW¶V
what you are thinking about your own mortality - WKDW¶VZKDWVWRSSHGPH
But it also became a double-edged sword, because it also gave me 
strength when I started again.  So I think that I found alternative 
strategies on that one, which was my body, was my art work to some 
extent, forms of reflection and workshops etc.  I see students because of 
WKLV H[SHULHQFHDVZKROH SHRSOH QRW MXVW µ\RXDUHDQDUWLVW RYHU WKHUH¶
You are as a human being very multifaceted, and I am not trained in this, 
nor am I looking to do this, from them? I am not actually looking for it; it 
is something that is just there in the background at a semi-conscious 
OHYHO´ 
 
Has your relationship to obstacles changed over the years?  
 
³<HV LQHYLWDEO\EHFDXVH\RXGRJHWROGHUDQGZLVHU LQ WKHDUWSUDFWLFH
because my work has moved into a consisted terrain.  So I tend to do 
FRPPLVVLRQV IRU D VSHFLILF VLWH DQG WKH LGHD RI EORFNDJH GRHVQ¶W UHDlly 
KDSSHQEHFDXVH WKH VLWH LV UHDOO\ LQWHUHVWLQJ \RXFDQ¶W MXVW GRQRWKLQJ
What actually happens is that blockages are created in a different way, 
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EHFDXVHP\SUDFWLFHLVTXLWHUHODWLRQDOLW¶VJHQHUDWHGE\FRQYHUVDWLRQLQ
conversation, and I am writing my PhD at the moment.  It is actually, for 
me, it is the discourse and the conversation that is the project; you do 
need the notion of a final thing to generate that conversation.  I am not 
really interested in the final product.  It is a necessary part of that 
process, and so those conversations, those stoppages, tend to be with 
SHGDQWLFFRXQVHOVVD\LQJµ,ZRQ¶WJLYH\RXSODQQLQJSHUPLVVLRQ¶,WWHQds 
to be a bureaucratic stoppage, or often there is a lot of technical problem-
solving as well.  I think the thing about relational practice is a lot of time 
the artists call themselves project managers, and they are not entirely 
comfortable with that; but in a sense, the attention to detail is part of that 
DQG LW¶V SUREDEO\ ZK\ , UHOLVK FRXUVHV EHFDXVH ZKDW , GR DV DQ DUW
practitioner is give attention to detail and be a coordinator, so it is about 
the bigger picture through the different stages of things VR WKDW¶V
developed hand-in-hand with me developing courses I suppose. So I think 
it is a chicken and egg thing - one informs the other and it goes back and 
IRUWKEDFNDQGIRUWK´ 
 
In your practice as a tutor, what are the greatest obstacles you 
encounWHU LQ VWXGHQWV¶ ZRUN DQG DUH WKHVH REVWDFOHV GLIIHUHQW
from the obstacles you encounter in your own studio practice?  If 
they are different, why do you think that is? 
 
³6RPHWLPHV LW¶V GLIIHUHQW DQG VRPHWLPHV LW¶V WKH VDPH  , DP UXQQLQJ
£50,000 budgets; inevitably there are going to be differences as they 
DUHQ¶WJRLQJWREHGRLQJWKDWVRZKDW¶VVWRSSLQJWKHPILQDQFLDOO\EHDEOH
WR DIIRUG LW RU WHFKQLFDOO\ SUREOHP VROYLQJ  , FDQ EX\ WKDW LQ VR WKDW¶V
different.  But I think on a quite fundamental level the notion of time 
management and the issues about time management, the issues about 
getting all that together, can be very similar, so we are both struggling as 
to how to work with the time edge.  They have got jobs and they are 
trying to pull everything together that way, and I am trying to struggle 
with my life/work thing to produce work.  I think what is different is to 
produce work as you become more confident as yourself as an artist.  I 
GRQ¶WKDYHWKDWVHOI-doubt about what I am doing so much, and I GRQ¶WGR
butterfly.  And I have noticed at a BA level when they stop, when they 
have hit a wall, they will go sideways - they will go over there - whereas I 
GRQ¶WKDYHWKDWVWUXJJOH 0\SUDFWLFH LV FRPSOHWHO\RXWRI WKHQRWLRQRI
production lines, where you have this concept of what you are going to 
create, you have this blueprint, and you just move towards problem 
solving on that generator.  But what it is with students is that at BA level 
LVWKDWWKH\GRQ¶WUHDOO\NQRZZKDWWKHLUVXEMHFWLVRUZKDWtheir interests 
are; they are still developing, and that can go on into the final year for 
VRPH VWXGHQWV   $QG DQ\ERG\ ZKR DV DQ DUWLVW GRHVQ¶W KDYH WKDW
excitement, you just feel incredibly lost ± mad; so what students will do is 
to take one subject area and go somewhere completely new, as actually 
WKH\ FDQ¶W IDFH WKH FKDOOHQJH RI JRLQJ RYHU WKDW KXUGOH DQG JHWWLQJ
interested again, or it is a form of taking responsibility for your own 
SUDFWLFHDQGQRUPDOO\WKDWLVWKHELJJHVWSUREOHPWKDW,KDYHVHHQ´ 
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When working with students, how do you help them to work with 
the obstacles they encounter?  Are you aware of using a 
methodology? 
 
³, GR XVH D PHWKRGRORJ\ LW LV D ELW RI D WLQ SRW RQH  , GLG D YHU\
LQWHUHVWLQJWUDLQLQJFRXUVHVRPH\HDUVDJRDERXWµZKDWwe know that we 
NQRZDQGZKDWZHNQRZWKDWZHGRQ¶WNQRZ¶,WKLQNDUWLVWVRIWHQZRUNLQ
the territory of about revealing cultural agreements that are almost 
subliminal.  If you are born in this country, then there are certain things 
that you just know.  And I think good artists, and I think this is what 
Cornelia Parker does, hold up the mirror with something you recognize; 
WKHUHLVDVRUWRIµDKDD¶PRPHQWEHFDXVHRIWKDW6RDORWRIWKHWLPHWKH
kind of blind mirror side of things that everybody else knows about you or 
\RXU SUDFWLFH EXW WKH VWXGHQW GRHVQ¶W NQRZ EHFDXVH WKH\ DUH LQ WKH
centre of it.   That is what we find we do; this is where we find the 
methodology, strategies with that, from mind maps, and sometimes I 
suppose it is sort of tough love.  :HDUHVD\LQJ µZHOOQR¶ $OVR,WKLQN
that I have been subconsciously doing, and subconsciously the team has 
been doing this as well, is formalizing and yet not being this hierarchical 
teacher.   For me, being a student doing my PhD is very interesting, and I 
NQRZZKDWLW¶VOLNHWRKDYHWKDWGHDGOLQHZLWKWKHZRUGV- ZHOO LW¶V
actually like 20,000 these days.  I know what that fear is, so it is a non-
hierarchical way, non-professorial when dealing with people, and it means 
you are on an even realm.  So it is about empowering the students to 
take responsibility of themselves, particularly at an MA level.  Mind maps I 
tend to use as a reflective tool, and I recommend that, and maybe with 
students who I feel are a little bit lazy or they are not facing their fears, I 
will use visual maps as a tool to do that.  In my practice, mind maps are 
an ongoing way that I over the years; I do a mind map and I will give 
evidence of that to students - often taught using that whilst stating you 
GRQ¶WKDYHWRGRDQ\Whing like that, but stating what has worked for me.  I 
think recently with the tough love thing, with an international student her 
practice using a whole lot of metonyms and metaphors which are really 
quite impenetrable to the western mind, and with her I sat down and 
EDVLFDOO\ VDLG  µ<RX DUH PDNLQJ FRQQHFWLRQV ZLWK WKLQJV WKDW , GRQ¶W
XQGHUVWDQG¶  7KDWZDVDWRXJK ORYHWKLQJ  µWKLV LVKRZ LW LVDQGDOVR
SOHDVHGRQ¶WWDNHP\ZRUGIRULWDVN\RXUSHHUVDVZHOO¶6RWKLVLVZKHUH
the peer thing comes EDFNLQ´ 
 
Has anybody or anything affected your teaching approach to 
dealing with obstacles with students?  For example PG Cert, 
changes in your own art practice, other tutors? 
 
³,WKLQN,DPDOZD\VOHDUQLQJIURPRWKHUSHRSOH,ZRUNZLWKVR,GHILQLWHOy 
site that.  I think, the PG Cert, with the higher education higher academy 
fellowship and that, was quite good.  I realized that the spiral of learning 
was a stratagem which I had been intuitively using through the years; but 
you do find yourself returning to conversations but from a different angle, 
particularly over a one year course like an MA, because MA teaching is 
completely different from BA teaching.  I think a BA teacher would tell you 
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µ+DYH\RXWKRXJKWDERXWDSSOHVRUSHDUV"¶ZKHUHDVWKH0$WXWRr will say 
µ+H\7KHUHLVDQRUFKDUGRYHUWKHUH± JRSLFN¶ZKLFKLVWRVRPHH[WHQW
WKDWELJJHUSLFWXUH  ,W¶VPRVWO\ LQWXLWLRQ  ,KDYHDQRWKHUERRN WR UHDG
not by James Elkins, book which I have on my list to read through the 
VXPPHU DERXW µ\RX FDQ¶W WHDFK DUW¶ EXW GRQ¶W WHQG WR UHDG SHGDJRJLF
WH[WV EHFDXVH , DP D UHVHDUFKHU E\ SURFHVV DQG , GRQ¶W ZDQW WR EH
GLIIHUHQWLQWKDW´ 
 
What role, if any, do you think psychoanalysis has in art colleges 
today?  Have you ever seen it used? 
 
³, WKLQN LW¶VDPDMRU role, and I think one of its heritages is, along with 
philosophy, is now regarded as normal territory for the artist, particularly 
JUDGXDWHVWXGHQWVLW¶VDULFKWHUULWRU\WRNLQGRILQVSLUHWKHSUDFWLFH,WLV
really quite normal practice to have some sort of understanding as a 
tutor, something that you can actually talk about with the students as 
well, because I think Charlotte is someone who, if you talk to her, that is 
something that she has actually touched on in her practice.  I have not 
seen it used, but I am very up for cross-disciplinary debates.  I would 
really like to bring in a psychologist and talk to the students in a 
completely different way about art, if we had the money.  I have done it 
with writers so far this year, but I think it would bHIDQWDVWLF´ 
 
James Elkins, author of Why Art Cannot be taught and Professor of 
Art History/Theory at Chicago University argues that art cannot be 
taught.  What do you think of this statement? 
 
³,DJUHH,WKLQNDUWSUDFWLWLRQHUVDUHFRDFKHUV:HDUHOike the guys on 
the bicycles with the runners peddling along; you go on the journey with 
WKHP EXW \RX FDQ¶W WHDFK WKHP  <RX FDQ¶W WHDFK FUHDWLYLW\ EHFDXVH
everyone has their own way of negotiating, particularly the points where 
they are stopped, and what stops them is so unique to the individual.  
This notion that you can apply a formula to delivering outcome is wrong; 
LW¶V OLNH ZKDW , ZDV WDONLQJ DERXW ZLWK DUW SUDFWLFH - a production line 
PHQWDOLW\,FDQ¶WDSSO\WKDWWRP\SUDFWLFHVRZK\ZRXOG,DGRpt it for 
P\WHDFKLQJ"´ 
 
Poiesis is about calling into existence that which was not there 
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think poiesis in art practice is possible? 
 
³,GREXW,GRQ¶WWKLQN,ZRXOGDFWXDOO\IRUPLWLQWKDWZD\,KDYHEHHQ
reading a book called The Field Guide to Being Lost336, µlostiness¶LVSDUWRI
my PhD, and being lost in the forest and losing things - the forest also 
because of climate changes. So I was recommended to read that book, 
DQG,KDYHGRQHVRUHFHQWO\DQG, WKLQNWKHQRWLRQRI µlostiness¶ LVYHU\
important.  It is really a very central aspect of creativity, because, again, 
                                                             
336 Rebecca Solnit, A Field Guide of Being Lost (Canongate Books Ltd, 2006). 
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LW¶V DQWL WKH SURGXFWLRQ OLQH DQG JDLQLQJ PHWKRGRORJ\ DQG LW¶V JRt a 
KXPLOLW\WRLWEHFDXVHLW¶Vµ,GRQ¶WNQRZZKHUH,DPJRLQJ¶,WKLQNZKDWLW
does - XQOHVV\RXDUHORVWKRZFDQ\RXEHFUHDWLYH",GRQ¶WFDOOLW3RLHVLV
, FDOO LW µlostiness¶  , WKLQN LW¶V DERXW VHSDUDWLQJ - about being lost in 
research - and sometimes you literally lose yourself, well not literally, but 
you lose yourself in your thoughts and in a sense of time, so my studio is 
a 250 hectare forest so I literally can lose myself and yes it is about the 
anxiety that goes with that.  This is where we have got an overlap in our 
LQWHUHVW ZK\ GR ZH JHW DQ[LRXV DERXW µlostiness¶"  3HRSOH ZKR FDQ EH
YHU\ FDOP DQG UHOD[HG DERXW WKLV ORVW VWDWH DQG RWKHU SHRSOH LW¶V DQ
anathema ± there is a level of control that they deem to be part and 
parcel of their creative process that if they relinquish it they will lose some 
of their creativity.  The students are becoming more knowing about the 
OHYHORIµlostiness¶DQGZKDWWKH\KDYHIRXQGLW¶VDERXWEHFRPLQJDQGQRW
DERXWEHFRPLQJDQHJRWLVWLFDOWKLQJZKLFKRIFRXUVHPD\EHSDUWRILW´ 
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Interview with Geraint Evans 23 June 2010 
 
Thinking back to yourself as an art student/graduate ± do you 
remember the obstacles that you encountered and does that 
experience influence how you work with students to deal with 
their obstacles today? 
 
³,WKLQNWKDWWKHPDLQREVWDFOHWKDW,UHPHPEHUODVWHGDERXWD\HDUDQG
thinking back to post-graduate work at the Academy Schools, is unusual 
DV LW¶V D WKUHH \HDU FRXUVH DQG WKHUH ZHUH D ZKROH ORW RI LVVXHV WKDW ,
found problematic which was to do with content and to do with language, 
and these are very normal things that artists have to deal with, and I felt 
there was inadequate help and tutorial support - particularly my academic 
tutor who shall remain nameless.  I said that I needed to talk about ideas, 
DQG VKH VDLG WKDW VKH FRXOGQ¶W KHOS PH ZLWK LGHDV LGHDV ZHUH P\
GHSDUWPHQWWKDW,KDGWRORRNDIWHU6KHFRXOGQ¶WGLVFXVVWKHPVKHFRXOG
only talk about formal things.  So when I think back to that, the first thing 
I think is that obstruction is a fairly normal process, and what happens in 
art colleges is that you are constantly asked to reflect upon and confront 
and reassess everything that you have known, and you are constantly 
challenged and constantly critiqued and you have to face a whole set of 
opinions and ideas from a variety of quarters.  And in the end, you are the 
person who has to make sense of all this information and manage it, and 
there are moments you feel lost or, as you have said, you meet a 
blockage and first thing to think it is an absolutely normal process of the 
art college.  I think the obstacle is intrinsic to the process; I think it is, 
and I think knowing that and having experienced that as an art student 
DQGKDYLQJVHHQP\SHHUVDWWKHWLPHJRWKURXJKLW«7KHUHZDVDPDQ
who went through a similar thing to me; he was in the year above me at 
the Royal Academy.  He was pretty much a figurative painter, and every 
painting he made ended up getting greyer and greyer and blacker and 
blacker.  And in the end, they became these grey monochromes, and he 
painted himself out of making a figurative motif and it took the whole of 
the second year working his way through it.  That student experience has 
given me a kind of an empathy with my current student issues, and part 
of what I think is that you have to work your way through something.  
Looking back, it still seems a slightly naïve comment my tutor made, and 
I teach mostly post-graduate students so the emphasis is on them being 
independent and setting an agenda for themselves; so in a sense, there is 
less pressure on me to be overly didactic in my approach, but I think it is 
YHU\GLIILFXOW WR OHDYHVWXGHQWVZLWKQRWKLQJRU WRVD\ µWKDWDUHDRI\RXU
SUDFWLFH,FDQ¶WJRQHDUEHFDXVHWKDWLV\RXUUHVSRQVLELOLW\¶2IFRXUVHZH
acknowledge that these students have huge responsibility for their own 
destiny and their own work; you have to be ready to at least offer 
VXSSRUWVRPHLQVLJKWVVRPHKHOSLQGLIIHUHQWDUHDV´ 
 
In your practice as a tutor, what are the greatest obstacles you 
encounter in VWXGHQWV¶ ZRUN DQG DUH WKHVH REVWDFOHV GLIIHUHQW
from the obstacles you encounter in your own studio practice?  If 
they are different, why do you think that is? 
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³0D\EHLWMXVWIROORZVRQPD\EHLW¶VMXVWDVLPSOHWKLQJRIH[SHULHQFH,
also wonder over the years as I have also done some formal teaching 
development.  So last year, I did a post-grad certificate in learning and 
teaching, which in a sense did at least ± the emphasis on the course was 
not without faults - but it did make you reflect upon your current practice 
and think carefully about a lot of different areas.  I was going to say the 
major thing about obstacles is sometimes that obstacles change.  In your 
own practice there are very practical and pragmatic things that create 
REVWDFOHV LW¶V Qot simply a case of not having creative inspiration, but 
there are very pragmatic things to do with time. Teaching it causes 
massive draws upon your time, family, etc. that your time is completely 
compromised in the studio.  And if you have a very studio based practice, 
VRPHWKLQJ ZKLFK LVQ¶W QHFHVVDULO\ UHOLDQW RQ ZRUNLQJ FRPPLVVLRQV RU
projects that are finite and put certain parameters upon the way you 
work, then managing that can be very difficult and the obstacles they can 
really take the form of pragmatic things.  I think we also see that in 
relation to the students, because far more I think students are finding 
their time at college far more complicated.  The more they have to pay 
for, the more that they suddenly find practical things come into play.  
They may have a part-time job even though they are full time students; 
there are a whole set of things that come in the way.  As far as my own 
work, it is trying to be organized for the times in which you have the time.  
I think the curious thing for me is because I teach on a one-year part post 
grad course and the final exhibition is in September, it means that I am in 
during the summer and my summers are short.  So traditionally, time for 
the undergraduate students to do their research to make their work is 
compromised as well; but the demands of the teaching job but there is 
still a time when you have successive days in the studio, and when that 
happens it is when ideas begin to occur and you find that during term 
time actually ideas drop up a little bit.  I begin to become far more 
practical about what I do, and if I set things up before term begins and I 
have paintings that I pretty much need to do, say three, four, five 
paintings, so I can work on that.  Even though there is still a tremendous 
amount of decisions that I have to make to make those paintings, the 
initial ideas are taken.  Those ideas might alter, but it is part of dealing 
ZLWKWKDWREVWDFOHLVWREHRUJDQL]HG´ 
 
When working with students, how do you help them to work with 
the obstacles they encounter? Are you aware of using a 
methodology? 
 
³, WKLQN RQH RI WKH WKLQJV WKDW VWXGHQWV VWUXJJOH ZLWK LV SHUKDSV WKH
relationship between what they see as the practical side of their work - in 
trying to create a balance in both those things.  At a postgraduate level, 
we want to see their writing, the theoretical, the way they articulate 
themselves ± you want to see that their writing and their studio work do 
the same thing but in different forms; so we want to see that they are 
articulating the same concerns that they are grappling with in the studio.  
So there is not only a thing of organizing your time to try and conflate 
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what often seems to be different practices and bring them together, and 
this can cause great anxiety and great obstacles particularly in the studio 
work.  I think there was an interesting, but I though quite misjudged, 
edition of Imagine with Alan Yenta on play last night; the premise of the 
show was supposed to be about play, which I think has some interest to 
you, and they were essentially talking about how play, and the influence 
of play, and how the play of childhood can influence the work the artist 
later does in life and how we might draw on that experience.  
Unfortunately, it broke down very quickly it seemed to me, and they 
LQWHUYLHZHG DUWLVWV ZKRVH ZRUN PLJKW WDON DERXW FKLOGKRRG EXW ZHUHQ¶W
talking about playing but the different aspects of childhoods, so perhaps a 
WUDXPD LQ FKLOGKRRG  %XW WKH\ GLG WDON WR 0LFKDHO 5RVH WKH FKLOGUHQ¶V
writer, and he was talking about play in the most, in a form and he was 
talking about the area of discovery - discovery through making and 
reflection.  So this is obviously something we should encourage our 
students to do: to think of making as a form of discovery, but also that 
critical reflection is an important thing.  I suppose to conflate that sort of 
approach to practice and to what they often see as a very different 
approach and the very different skills that are required in form of their 
reading, textural research is very difficult and what happens to students 
ZKRVWRSZRUNLQJLQWKHVWXGLRDQGLWFDXVHVWUHPHQGRXVEORFNDJHV´ 
 
Has anybody or anything affected your teaching approach to 
dealing with obstacles with students? For example PG cert, 
changes in your own art practice, other tutors? 
 
³,WKLQN,DSSURDFKP\ZRUNVOLJKWO\GLIIHUHQWO\WRWKHSHUYDGLQJDFDGHPLF
model, and I think this is because I worked for many years before I 
entered academia and perhaps a cautious interest in what research might 
mean as far as art practice.  In man\ZD\V ,GRQ¶W WKLQN , UHVHDUFK  ,
think I just discover things through that process of making and reflection 
and consolidation and that most probably is research, but to call it 
research in a very organized sense it might be slightly misguided.  There 
iV D PHWKRGRORJ\ WKHUH EXW , GRQ¶W WKLQN LW LV SDUWLFXODUO\ VWULFW DQG
formalized.  So there is a methodology and it may be more than possible 
to work it out, but I think the encouragement to postgraduate students is 
that methodology should be much more stated, formalized and 
transparent.  There are a whole set of things that you do, asking students 
to go and do something else - even the idea of going to have a pizza and 
a beer and watching a film - and you were talking about John Virtue 
before we started about making life difficult for himself, restrictions, 
parameters on his practice.  It sort of chimed with me when you said he 
would work in black and white.  It is something that I found myself saying 
to students quite often.  My specialization is in painting; painters have 
huge problems between transcribing, translating the work or the initial 
ideas that might have manifested themselves in drawings, to very simple 
things that you have to reduce the complexities - the issues that painting 
throws up for example, particularly using ink on paper - by taking the 
pressure off yourself.  I need to use that support which might be a very 
expensively made stretcher; so there is something about the immediacy 
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of drawing that frees things up - looking to ink because it replicated the 
flow of paint, but it reduced the decision-making terms of color - the 
immediacy that comes and the lack of preciousness.  I think I can work 
through ideas that the stuff has to be a finished work; I think there is a 
tremendous pressure students put on themselves to make every work a 
finished piece.  And this balance between trying to remind students this 
idea of play, or discovery, or fun should still occur within art school, and 
that there is still a methodology there - there is still something that is 
tested to find out things with aims and objectives.  I am trying to think of 
a case that has an outcome instead of a case that is still ongoing.  I have 
a student right now who is heading towards the last few months of her 
course, and I think she has got a general idea of what she wants to work 
with, a figure, but really the emphasis of her investigation is a little 
misplaced; she seems to be putting a lot of emphasis on the relationship 
between drawing and painting as a kind of means of expression and 
probably not enough on subject and motif.  So part of our discussion is 
about trying to align and calibrate the aims of her project but also to try 
and find a way to stop her feeling so anxious about the outcome of this 
PhD.  So some of those things that I describe, the simple pragmatic things 
of changing medium and the importance of every single decision, 
definitely came into play, and it is also very useful to think of something 
quite outside the discipline - it might be another artist, a film or 
something that can open up ideas and help, but a different sort of 
HPSKDVLVRQWKHDLPVRIKHULQYHVWLJDWLRQ´ 
 
What role, if any, do you think psychoanalysis has in art colleges 
today?  Have you ever seen it used? 
 
Passed on. 
 
James Elkins, author of µ:K\$UW&DQQRWEHWDXJKW¶DQG3URIHVVRU
RI$UW+LVWRU\7KHRU\DW&KLFDJR8QLYHUVLW\DUJXHV WKDWDUW FDQ¶W
be taught.  What do you think of this statement? 
 
³,WKDVVRPHYDOLGLW\EXWLWEHJVDORWRITXHVWLRQVRIZKDWWHDFKLQJLV,W
would be an interesting question to challenge.  You only have to look at 
Goldsmiths.  For example, I read something in Frieze a couple of years 
ago; it was one of those Frieze specials on teaching, and it talked about 
the impact of conceptual artists on art schools in the 196¶V- particularly 
thinking about Cal Arts in California, looking at teachers like John 
Baldesaro - and was really trying to make an argument for the rise of the 
critique, and how that in a sense that had come out of their art practices, 
and it seemed a very cogent argument to make.  And I think there has 
EHHQWUHPHQGRXVFKDQJHV LQ$UW6FKRROVVLQFHWKH¶VDQG LWVHHPV
strange that Elkins stops at Bauhaus.  I think the simplest way to talk 
about it is to look at the way we talk to MA applicants; they are the 
people that make decisions their area of interest, their projects they set 
agendas and that the college and its workshops and tutors and their peers 
and this is the most important aspect of this, with their immediate 
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colleagues other things that will help challenge and critique and support 
their own investigation and in a sense depends what teaching is.  
Teaching means encouraging self-awareness to stretch themselves to 
reassess what they do, then that probably can be taught; it probably 
works best wKHQLWLVQRWWRRGLGDFWLF´ 
 
3RLHVLV LVDERXWFDOOLQJ LQWRH[LVWHQFHWKDWZKLFKZDVQRWWKH\¶UH
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think poiesis in art practice is possible?  
 
³:HOO,WKLQNWKLVUHOationship between obstruction and creating the new - 
there is a relationship, there is definitely a relationship - DQG,JXHVVLW¶V
wondering what happens in that first moment of obstruction: what was 
there before and what happens during?  Reflection is a very powerful 
thing because it can take place when you are not fully aware.  In a sense, 
you are not sitting down in a very methodological way ± reflection takes 
SODFH DV SHRSOH VD\ µVOHHSLQJ RQ VRPHWKLQJ¶  7KLQJV FDQ EH UHYHDOHG
when you take an artwork from one location and place it in another 
context; surprising things about your work are suddenly revealed to you.  
Obstruction in a sense means that you can have a moment, which can do 
as for me that lasts a whole year, when you are allowing things to 
percolate.  And I would say even recently in my own practice, I think from 
about 2004 ± 2006, it was about two-and-a-half years, I made about 
three paintings and a 2 and a half period of obstruction and part of that 
obstruction was pragmatic; it was definitely the result of a pause in my 
practice and a kind of dissatisfaction, feeling that some alterations had to 
be made.  I think that what happened is I carried on making paintings but 
very, very slowly, and part of that was a loss of belief in what I was doing 
and dissatisfaction, and it was probably a lack of confidence.  But during 
that period, things were occurring that I would like to do - not 
outstandingly different things to what I was doing before - enough to 
change the subject of the work or re-direct the subject of the work, but 
also change the scale and the medium - not a lot but enough to make a 
difference.  And I think in the end it was a pragmatic thing which I was 
heading towards unlocking - to be able to act to make new work.  I think 
in the end it is because I applied for internal research funding from 
Wimbledon School of Art and got some money and went out and bought 
some materials and something as simple as that was  - right now I can 
make stuff ± that was probably the catalyst for the active change.  But I 
think those two-and-a-half years was a mixture of very consciously 
knowing that some things had to change and probably a lot of 
unconscious processing and coming to terms, and I could make decisions 
and so I think obstructions take different forms and different things 
happen during those times, and I suppose you might be finding out about 
LVDPRPHQWRIFULVLV":KHQ,WDONHGDERXWWKHSUDJPDWLFWKLQJVLW¶VDOVR
just the fact that you are working ideas one quite often in a public sense 
and to EH UHDVRQDEO\VXFFHVVIXO LW¶VZKHQZRUNJHWVRXW LQWR WKHZRUOG
VRPHWLPHV LW¶V QRW UHFHLYHG SDUWLFXODUO\ ZHOO DQG WKHQ DQG WKHQ WKDW
PRPHQW LW¶V D ELW OLNH ZKHQ D VWXGHQW WKDW¶V SUHSDULQJ ZRUN IRU DQ
assessment or critique they are given short thrift ± sR WKH\ WKLQN µ2K
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God, how do I process that?  How do I deal with that, with this feedback?  
:KDWGR,GRZLWKLW"¶ 
 
Thinking back to that experience of college - in a sense, I did make quite 
a lot of work that year at college (referring to when he had an obstruction 
ZLWKKLVVXSHUYLVRUDQGWKHZRUNZDVQ¶WWHUULEOHZRUNLWMXVWKDGORWVRI
problems, for example conceptually it was fairly thin.  It was a thought at 
that point, which might as well have something to do with the 
environment at the time of the Royal Academy Schools which place a lot 
of emphasis upon the studio, the practice, and very little on theory and 
other such things.   The idea was you worked through problems through 
those moments - through making; eventually, it was either a case that 
things would come out of that process or that it still acted as a kind of 
almost a process of meditation - that process we talked about in the 
unconscious.  I said the world percolation, meditation - or whatever it is 
you use ± those you still make work to eQDEOH\RXWRDQG,WKLQNLW¶VDOVR
that thing about confidence, realizing sometimes that it enables you to, 
DQGVRPHWLPHVLWWDNHVDZKLOHWREHDEOHWRVD\µ,DPUHDG\WRGRWKLV¶´ 
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Interview with Sarah Woodfine 10th November 2010 
 
Thinking back to yourself as an art student/graduate ± do you 
remember the obstacles that you encountered and does that 
experience influence how you work with students to deal with 
their obstacles today? 
 
³7KLQNLQJDERXWWKLVQRWLRQRIREVWDFOHV WKHUHDUHDOOVRUWVRIREVtacles.  
The first that comes to mind is that of confidence: confidence being an 
obstacle.  And that is something that I observe and recognize in my 
students, and I think quite often when I was a student there was a sense 
of a group of much more academically higher-achieving students, in terms 
of how they would engage with text their abilities with written work would 
be a whole lot stronger than mine, and that would tend to knock my 
confidence.  Even though I would be coming up with some really original, 
innovative work in my studio space which other students were influenced 
by, I still felt a lack of the intellectualization of art and that was a big 
obstacle and it is still a problem for me now.  I have recognized with my 
students even though there is definitely a need to intellectualize we have 
to find out about our context.  We have to site our practice; we have to 
understand our references.  I personally feel a lot of that is quite intuitive; 
once you have started looking at art you start to sense and obviously 
comes from looking at art for a long time, researching art and being 
DZDUHRIZKDW¶V JRLQJ RQ %XW , KDYHQRWLFHGZLWK VRPH VWXGHQWV WKDW
there are some real intuitive makers that come onto the degree course, 
and you know that they have something the way they approach their 
work, quite special, but if you pitch them towards more intellectual 
students, they lose FRQILGHQFH WKH\ FDQ¶W VSHDN LQ SUHVHQWDWLRQV WKH\
lose their footing and some of those students have definitely gone on to 
be the most original and innovative students.  There was one student who 
literally was paralyzed in the face of doing a presentation and he felt like a 
complete fraud.  He would talk in quite a basic way - an incredible amount 
of perception about his work, but it would be hard for him to frame it and 
contextualize it and intellectualize what he was doing; but what he was 
making was sublime - maybe what you are talking about at the bottom, 
this wringing something out of nowhere.  I had this conversation with him 
and was abOHWRVD\/RRN¶DQGJLYHKLPH[DPSOHVRIDUWLVWVZKRDUHQ¶W
that brilliant about talking about things or intellectualizing their practice, 
EXW WKH\ PDNH KXJHO\ LQQRYDWLYH ZRUN DQG \RX GRQ¶W KDYH WR EH DQ
intellectual to make incredible work.  You have to trust that and gain 
belief, and that student definitely went on to make incredibly outstanding 
and original work for his degree show and did really well.  He has had a 
lot of interest in the art world and gained confidence.  So I really relate to 
that kind of student, even though because I am older now and all the 
shows I have seen I have picked up a big knowledge of historical and 
contemporary art, but it has come through my own research, my own 
SUDFWLFH,WZDVQ¶WMXVWJRLQJWRUHDGVWXIIMXVWIRUWKHVake of it.  I was 
never that sort of artist; my work was always something about whatever I 
make is always something connected to me at some level - maybe level 
that I am not aware of.  I am not saying that related to that example of 
that student, but I supSRVH WKHREVWDFOH , KDGPD\EH ,GLGQ¶W KDYH WKH
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sort of tutors that could recognize that strength in me.  I think at that 
time, if I can say, it was quite middle-aged men that had been quite high 
PRYHUV LQ WKHDUWZRUOG DW WKHLU WLPH WKDW UHDOO\GLGQ¶W XQderstand this 
DEVROXWHO\ZHLUGVWXII ,ZDVPDNLQJDQG ,GLGQ¶WXQGHUVWDQG LWHLWKHU  ,
GLGQ¶WKDYHDVXSSRUWPHFKDQLVPWRUHIOHFWWKDWWKLVZDVMXVWSRXULQJRXW
RIPHWKLVZRUN,GLGQ¶WNQRZZKHUHLWZDVFRPLQJIURP,QRZVHHZRUN
that really connects to that experimental stuff that I did as a degree 
student, and I had a complete lack of support and lack of understanding 
from the intention, invention and play I was engaging with.  
 
Today you have a whole range of different practitioners, this was a college 
outside London, and actually there were only the visiting artists from 
London that saved me in a way.  Funnily enough this conversation we 
were having about art therapy ± I wanted to become an art therapist at 
that point and a visiting artist said to mHµ,WKLQN\RXUZRUNLVUHDOO\WRR
strong to make that decision right now.  You really have to go for it with 
\RXUSUDFWLFH¶DQG UHDOO\ UHFRPPHQGHG WKDW ,GRDQ0$QRQHRI WKHVH
RWKHUWXWRUVSLFNHGPHXSDVRQHRIWKRVHVWDUWVWXGHQWV,GLGQ¶WILWLQto 
the box - WKHLQWHOOHFWXDOER[,WZDVREYLRXV,ZDVGHGLFDWHG,GLGQ¶WILW
the picture of what was expected of me.  
 
I think the obstacles that I experience in my practice now are different. I 
create obstacles for a start.  I set a very tight set of requirements that I 
am working towards.  So I create obstacles, and there is a lot of 
UHVLVWDQFHSDLQDQG,GRQ¶WPDNHLWHDV\IRUP\VHOI,W¶VOLNHVHWWLQJWDVNV
WKDWKDYHWREHFRPSOHWHGEXWDUHTXLWHSDLQIXO LW¶V OLNHDIDLU\WDOH LW¶V
like CinderelODVHSDUDWLQJWKHWZRJUDLQVDSDUW,FDQ¶WEHOLHYHZKDW,DP
doing has any worth for me and LW¶V been extremely painful; so there is 
always an element of pain in the making of what I do - frustration and 
angst and difficulty - and I would say that I set up a lot of obstacles even 
to sitting down and making a work.  I will procrastinate to work myself 
into frenzy so that when I sit down to make I am panic-stricken.  A friend 
of mine who is a writer works in exactly the same way.  It is reassuring, 
as he is a most accomplished writer, and I always beat myself up and 
think I am a lazy awful, but with long discussions with this writer who 
does exactly the same thing I have realized that it is part of the process.  
It is an incredible, painful intensity; it almost has to be ripped out of me 
what I am making, and I find that strangely interesting.  If I am too 
DZDUH,FDQ¶WGRLWLI,DPDQDO\]LQJLW¶VQRWJRLQJWRKDSSHQ,W¶VDVLI,
have to be in a compromised situation to do it.  I like to be very private.  I 
suppose the thing that I find that there are certain obstacles that I 
actually create, there is this resistance I create, but I find there are other 
obstacles that I prefer not to have.  So although I am incredibly 
passionate about teaching, I feel very dedicated to that creating a balance 
between those two areas of practice very difficult, so I really do have to 
shut myself away and go a bit mental.  I have to go down into myself and 
JRTXLWHFKDRWLFDQGWKHPFRPHRXWRILWLW¶VDOPRVWOLNHFRPLQJRXWof a 
storm.  I come back to life again.  I have to be in this quite strange place.  
6R LW LV VWUDQJH WR VD\ WKDW DV , GRQ¶W VLW DURXQG DQG VD\ , FRQVFLRXVO\
have to get to that place. You asking me is making me aware of what 
DFWXDOO\KDSSHQV´ 
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In your practice as a tutor, what are the greatest obstacles you 
HQFRXQWHU LQ VWXGHQWV¶ ZRUN DQG DUH WKHVH REVWDFOHV GLIIHUHQW
from the obstacles you encounter in your own studio practice?  If 
they are different, why do you think that is? 
 
³,WKLQNRQHRIWKHJUHDWHVWREVWDFOHV,HQFRXQWHUZLWKVWXGHQWV¶ZRUNLVWR
FRQYH\ WKH SRLQW WKDW WKHUH DUH GLIIHUHQW VWDJHV LQ SUDFWLFH \RX FDQ¶W
really generalize as I think these obstacles change.  If we are talking 
about a degree course, I think those obstacles change during those three 
years and there are different types of obstacle.  I would say confidence is 
a huge obstacle, to get someone to believe actually.  I think when people 
are pitting themselves against each other on a course there is a healthy 
competitive spirit.  I think as young artists evolve, everybody is evolving 
at a different rate.  It can be these model students that seem to be 
getting it right, and I am always concerned to support those students that 
are struggling; it is very important to make those students aware who are 
struggling that maybe their time is to come, so as not to lose faith in what 
WKH\DUHGRLQJ7KLVLVYHU\LPSRUWDQW,WKLQNLW¶VLPSRUWDQWWREHYHU\
supportive.  Maybe another obstacle besides self-esteem and self-
confidence is just to get them to get down to making work.  I think that 
can be quite a big obstacle, just getting on with it; that they have just 
become so overwhelmed.  When you are on a foundation course, a whole 
world of language opens up to you - a huge explosion of creativity then 
when you start to analyze and contextualize, read about your area of 
research, it refines and allows you to develop your work, build your own 
personal language, but it also can conflict with that openness, the 
openness to creativity, and I think WKDW¶VTXLWHDELJREVWDFOH,ZRXOGVD\
WKDW¶V DQ REVWDFOH , H[SHULHQFH DV ZHOO 6RPHWLPHV , IHHO VRPHWKLQJ
amazing it makes me want to make-ZRUNRWKHUDUWLVWV¶ZRUNPDNHVPH
want to make-work.  It gets me excited if I see some amazing drawings; I 
just want to get on and do it.  Sometimes it can be quite off-putting - just 
how on earth would you put something that big together?  How would you 
get the resources together?   
 
Has anybody or anything affected your teaching approach to 
dealing with obstacles with students? For example PG cert, 
changes in your own art practice, other tutors? 
 
³,DPFXUUHQWO\GRLQJDPGCE Cert.  Actually undertaking the PG Cert and 
becoming a student again is getting me to think very much what it is like 
to be on the receiving end of information, and how one absorbs 
LQIRUPDWLRQDQGZKDWGR\RXDFWXDOO\XQGHUVWDQG7KDW¶VUHDOO\DIIHFWLQJ
my approach.  Definitely wanting to find different avenues for 
communicating about subjects or information, LW¶V MXVW FRPH UHDOO\
DSSDUHQW WRPH WKDW LGHDV DQG LQIRUPDWLRQ GRHVQ¶W UHDOO\ JHW DEVRUEHG
You think you have clearly said something - the recipient may not 
understand it.  I have understood, doing this PG cert that you really do 
KDYHWRILQGDQRWKHUDYHQXHEHFDXVHSHRSOHDUHQ¶WUHDOO\DOZD\VVZLWFKHG
on.  They might be there having a meeting, but they might be thinking of 
something else and not abVRUELQJZKDW\RXDUHVD\LQJVRWKDW¶VEHFRPH
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really important to me and being a student to me.  I am snooping around 
on blackboard as a student myself and in the past not seen anything to be 
relevant. I would be emailing, having meetings; but now as a student I 
am now going into information for my course, so to recap on things or 
there are text or papers, so that sort of thing, just having different sorts 
of resources to turn to, that has been a really important one.  Also what I 
am thinking about for my 3*&HUWZKDW LW¶V OLNHWRFRPHRQWRDGHJUHH
FRXUVHZKDW LW¶V OLNH WR IHHO LVRODWHG DQG KRZ JURXS G\QDPLFVZRUN  ,
want to work with groups that I understand that peer learning is 
important; historically you can see that groups and movements of artists 
have really influenced each other, and it is the most important form of 
teaching is the peer learning, group dynamics, that is something that I 
have definitely learnt from my PG Cert.  I want to do more with that so 
people sustain themselves ± VRLW¶VOLNH you are creating a model of what 
it is like in the real world as much as possible.  People come to art school 
DQGWKHQWKH\OHDYHDQGLW¶VLPSRVVLEOHVRRQHRIP\DLPVRQWKH3*&HUW
is to very much to make this interconnected environment:  students 
supporting each other and communicating as much as possible, getting 
people to come into the studio and be together and to realize that is their 
JUHDWHVWUHVRXUFH´ 
 
What role, if any, do you think psychoanalysis has in art colleges 
today?  Have you ever seen it used? 
 
³,QWHUHVWLQJ RQH Kistorically in academia psychoanalysis was pushed to 
RQHVLGH´LWZDVQ¶WUHDOO\SUHVHQW$QGWKHQ,WKLQNLQWKH¶VWKH\JRWD
bit worried and they got a bit more touchy feely and in bed some 
psychoanalytical approaches to teaching, and then I think now they are 
not sure where they are.  The systems of how we are meant to do things, 
disclosure and all sorts of thing, you have to be careful with dealing with 
people, so I think we are in tricky territory.  I would say my approach has 
changed a lot in terms of my relationship to my way.  I might relate to a 
student because I might say that in my early days of teaching I would 
encourage students to be much more open with me, but now I think you 
are much more aware you have got to be referring people to the right 
place.  I definitely make myself available if someone wants to talk about 
something to do with his or her psychological state.  Just definitely aware 
of supporting someone in the right direction ± so you keep what is 
academic separate.  I have seen that is quite an important thing, because 
LI \RX JHW WRR PXGGOHG , WKLQN LW FDQ EH SUREOHPDWLF IRU WKH VWXGHQW¶V
academic journey.  I think there is another way of thinking about 
psychoanalysis in art, not just this exchange but how somebody is 
supported in a healthy way.  I think there are many students whose 
practice is informed by psychoanalysis ± students will definitely go quite 
deeply into researching psychoanalysis, and they will start to 
contextualize which area of psychoanalysis is relevant to them because it 
is so broad, but definitely I have seen lots of examples of needing that as 
SDUWRIWKHLUUHVHDUFKWRGHYHORSWKHLUSUDFWLFH´ 
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-DPHV(ONLQVDXWKRURIµ:K\$UWFDQQRWEHWDXJKW¶DQGSURIHVVRU
of Art History/Theory DW&KLFDJR8QLYHUVLW\DUJXHV WKDWDUW FDQ¶W
be taught.  What do you think of this statement? 
 
³,Q,ZHQWWRPHHW/RXLVH%RXUJHRLVDQG,ZHQWWRRQHRIKHUVDORQV
and I showed her my drawings.  And she asked me about my teaching, 
and she said, as she was quite confrontational as she was, and she said, 
µ:KDWGR\RXWHDFK"+RZGR\RXWHDFK"¶6KHZDVREYLRXVO\EHLQJTXLWH
provocative ± WKH LGHD RI µWHDFKLQJ¶ DUW - and I explained a couple of 
projects I had been doing with some foundation students, and one of the 
SURMHFW¶V WLWOH ZDV µ,VRODWLRQ DQG &ODXVWURSKRELD¶  6R WKH IRXQGDWLRQ ,
have taught for a number of years is a bit of a joke with the other tutors; 
what goes on in that class is quite strange because my practice is 
informed from a deeply psychoanalytical base.  The projects I teach and 
my approach to teaching is always from that angle so that is my area of 
interest.  If I am talking to a student not engaged in that area, I am going 
to be relating from my position because that is my area of practice; but I 
said to Louise Bourgeois I was doing this project and the tile was 
µ,VRODWLRQDQG&ODXVWURSKRELD¶DQGVKHZDVYHU\NHHQWRKHDUDERXWWKDW
project.  And I spoke about where that project came from which was a 
subject within my own practice; that content is within her practice as well.  
My partner also teaches art and is an artist - often says to me that art 
students should be stuck in a room and left and no one should speak to 
WKHPWKHQFRPHRXWDIWHUWKUHH\HDUVDQGVHHZKDW¶VKDSSHQHG,WKLQN 
LW¶VDUHDOO\GLIILFXOWTXHVWLRQ,GRQ¶WWKLQNZHFDQWHDFKDUWZHFDQRQO\
be there to support the journey and think we are there equals really.  I 
GRQ¶WVHHP\VHOIDVWKHLQVWUXFWRUDERYHDVWXGHQW$WWHQGLQJDORQJVLGHD
journey or investigation.  I ZRXOGQ¶W VD\ , DP WHDFKLQJ  , DP LQ VRPH
ZD\VWHDFKLQJEXW,GRQ¶W WKLQN,FDQWHDFKDSHUVRQWRPDNHDUWRQO\
they can teach themselves.  I can support them, almost like having a 
plant creating the right soil; to encourage a plant to grow you have to be 
IHUWLOL]LQJVXSSRUWLQJWKDWJURZWKVRPHKRZ,GRQ¶WWKLQN\RXFDQWHDFK
DQDUWLVWWREHFRPHDQDUWLVW7KDWLVPRVWSUREDEO\TXLWHFRQWHQWLRXV´ 
 
Poiesis is about calling into existence that which was not there 
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think Poiesis in art practice is possible? 
 
³, WKLQN DOO WKHVH TXHVWLRQV DUH YHU\ GLIILFXOW  ,I \RX DUH JRLQJ WR WDON
about making an art work and calling into existence that which is not 
there before, nothing is ever going to be completely unique without 
reference points.  I think you can bring into existence something was not 
there for you before.  I think there is the possibility of being able to draw 
something out of yourself and reveal it that you weUHQ¶WDZDUHRIEXW LV
completely new to you.  I think there is going to be lots and lots of 
references, links with the collective unconscious connected to anything 
you draw from yourself.  When you look at an artist and their practice, 
quite often what an artist is doing is going over and over the same issue 
again and again; whatever form it will take, it will take a variety of forms.  
$UWLVWVXVXDOO\KDYHMXVW WKLVRQHVXEMHFW 6R LW¶VYHU\KDUG IRUPH LQD
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ZD\ WRVD\ µ<HV\RXDUHEULQJLQJVRPHWKLQJ LQWRexistence that was not 
WKHUHEHIRUH¶LQWHUPVRIDVXEMHFWEXWLQWHUPVRIDIRUP,WKLQN\RXFDQ
, WKLQN LQWHUPVRIDVXEMHFW\RXFDQ¶WEXW LQ WHUPVRID IRUP\RXFDQ
7KDW LV IRUPHZKDW¶VUHDOO\H[FLWLQJDERXWPDNLQJDUW WKHSRVVLELOLW\WR
come aFURVVVRPHWKLQJWKDWZHKDYHQ¶WVHHQEHIRUH,VQ¶WWKDWWKHDLP
RIXVDVDUWLVWVWRWU\DQGPDNHWKDWWKLQJWKDWKDVQ¶WEHHQVHHQEHIRUH"
7KHQZHDUHUHDOO\GRLQJVRPHWKLQJTXLWH LQWHUHVWLQJ  ,NQRZWKDW¶VP\
DLP  ,W¶V YHU\ GLIILFXOW ZKHQ GHDOLQJ ZLWK ideas and material.  We are 
recycling the human condition; as far as I am concerned the same set of 
things are going on. Thinking about art language there are only so many 
movements, possible mixtures of contradictions and areas of concepts.  I 
suppose now artist always try to bring them from whatever approach they 
DUHFRPLQJIURPZKHWKHULW¶VDGHHSO\SHUVRQDOSV\FKRORJLFDOSUDFWLFHDQG
, GRQ¶W PHDQ D WKHUDSHXWLF SUDFWLFH ZKHQ , VD\ WKDW WKLnking about 
someone like Louise Bourgeois who had this extraordinary knowledge of 
historical and contemporary art and psychoanalysis; she was incredibly 
well-versed in all those areas and was able to go deep within herself and 
brought forth these very deeply unconscious objects.  I suppose that¶V 
what I am interested in and that is calling into existence that which was 
QRWWKHUHEHIRUHDVDIRUPEXWQRWDVDVXEMHFW´ 
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Appendix H: Interviews with Students 
 
Questions for Students. 
 
1. As a student in Art College what obstacles (if any) have you 
encountered? 
2. Do you think your relationship to obstacles has changed 
during the course of the time you have been at Art College? 
3. Are the obstacles you have encountered as a student been 
helped by the guidance given to you by a teacher? Can you 
give an example of this? 
4. What role if any, do you think psychoanalysis has in art 
colleges today? Have you had experience of this? 
5. -DPHV (ONLQV DXWKRU RI ³:K\ 3DLQWLQJ cannot be taught and 
professor art history/theory in Chicago argues that art cannot 
be taught.  What do you think of this statement? 
6. Poiesis is about calling into existence that which was not 
WKH\¶UH EHIRUH DQG WKLV 3K' SURMHFW H[DPLQHV WKH UROH
obstruction has in creating the new.  Do you think Poiesis in 
art practice is possible? 
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Student Interview by author, (anonymized) Royal Festival Hall, London, 
14.10.2011 
 
As a student in Art College, what obstacles (if any) have you 
encountered? 
 
³$QGWKHVHFDQEHDQ\REVWDFOHV"2NZHOOWKHUHDUHSUDFWLFDOWKLQJVOLNHD
lack of space; there are things to do with inadequate number of tutors, 
not very regular meetings with tutors. A sort of sense of disorganization, I 
would say quite strongly about the way the course is organized. I would 
say they are the admin areas but obviously they lead onto other problems 
but tKRVHZHUHWKHPDLQJHQHUDOWKLQJV´ 
 
Do you think your relationship to obstacles has changed during 
the course of the time you have been at Art College? 
 
³7KHREVWDFOHVGLGQ¶WFKDQJHEXWGLG,FKDQJH":HOO,VXSSRVH\RXKDYH
to adapt to it. I think having come to fine art education quite late in life, 
having been a career person before and a senior manager in organizations 
obviously I come with a difference experience and expectation of how 
things are organized.  So When I did my first degree which I graduated 
IURP LQ  , IRXQG WKH VDPH WKLQJ WKHUH VR , VXSSRVH LW ZDVQ¶W D
surprise that when I went on to further study, so I was mentally prepared 
for it, EXWLWGRHVQ¶WPDNHLWDQ\HDVLHUWKHUHDUHVWLOOREVWDFOHVWKDWFDXVH
PHIUXVWUDWLRQ´ 
 
Have there been obstacles you have encountered as a student that 
have been helped by the guidance given to you by a teacher? Can 
you give an example of this? 
 
³1R , think no, the obstacles that I have outlined, obviously what I 
KDYHQ¶W WDONHGDERXW LI \RXUTXHVWLRQ LV LQWHQGHG WR HPEUDFH WKLQJV OLNH
obstacles in terms of RQH¶V RZQDUWSUDFWLFH , VXSSRVH ,GRQ¶W LQWHUSUHW
that as an obstacle but as an inadequacy on my own part. I think of 
obstacles as something that has been put there by someone else rather 
WKDQVRPHWKLQJWKDWLVZLWKLQPH´ 
 
What role, if any, do you think psychoanalysis has in art colleges 
today? Have you had experience of this?  
 
³,W LVWKHUHDQG,think it is all pervading particularly when I did my first 
degree I found this surprising having come from the field of learning 
disability and mental health. I found it quite interesting that so much 
interest was put on Freudian practice when for most practical purposes is 
WKDWZHKDYHPRYHGRQ,VXSSRVH,MXVWKDGWRDFFHSWLWLW¶VQRWEHHQDQ
area that interests me and my art is more concerned with real life 
SROLWLFV´ 
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-DPHV(ONLQVDXWKRURI:K\3DLQWLQJ&DQ¶WEHWDXJKWDQG3URIHVVRU
of Art History/Theory in Chicago argues that art cannot be taught.  
What do you think of this statement?  
 
³:HOO,ZLVK,KDGUHDGWKHERRN,KDYHEHHQORRNLQJDWLWIRU\HDUVDQG
thought I must buy that book and never got round to it.  Do I think? Well 
this is very controversial ± \RXFDQ¶WEH WDXJKWKRZ WREHDQDUWLVWEXW
obviously there are things that can be taught that will give you some 
WRROV VR \RX FDQ VWDUW RQ WKH URDG LW¶V D EDODQFH EHWZHHQ WKRVH FUDIW
skills which can be taught to some extent or certainly a way at looking at 
things can be taught and pointed out and then LW¶V up to the individual 
what they make of those tools ± VRWKDW¶VD\HVDQGQRDQVZHU± there are 
elements that can be taught but you FDQ¶W EHWDXJKWWREHDQDUWLVW´ 
 
Poiesis is about calling into existence that which was not there 
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think Poiesis in art practice is possible? 
 
³,WKLQNRIDUWSUDFWLFHGRLQJH[DFWO\WKDW WKDW LVEULQJLQJ LQWRH[LVWHQFH
that which was not there before.  In other words, I think one of the 
LPSRUWDQWUROHVRIDUWLVWRVKRZSHRSOHVRPHWKLQJWKDWWKH\KDYHQ¶WVHHQ
before or to get people to look at things in a different way.  We are all 
striving for that, but in our darker moments we know really LW¶V very 
GLIILFXOWWRFUHDWHVRPHWKLQJQHZDQGZHDOOVWULYHIRULWDQGWKDW¶VJRRG´ 
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Student Interview (anonymized) London, Royal Festival, 14 October 2011. 
 
As a student in Art College, what obstacles (if any) have you 
encountered? 
 
³, HQFRXQWHUHG VWDII SUREOHPV , WKLQNPDLQO\ LWZDV VWDII WKDWZHUHQRW
really available, you were very much left to get on with what you were 
GRLQJ,GLGQ¶WKDYHDVSDFHSUREOHPEHFDXVH,ZDVZRUNLQJIURPKRPH
The first year I lived in Cambridge and I travelled to London and spent a 
night or two and in a way that was a problem as well, travelling to and 
from and also I am not always sure LW¶V to do with the tutors because I 
know I also encountered knowing where I wanted to go in art and nobody 
actually being able to answer that question for me and nor should they ± 
so there was the travelling and there was my own personal direction and I 
think there was a lack of tutors and I think that got worse in the second 
year there was less and less VR´ 
 
Do you think your relationship to obstacles has changed during 
the course of the time you have been at Art College?  
 
³&HUWDLQO\RQWKHFRXUVH,GHYHORSHGDVHQVHRIKXPRUZKLFKVHHPHGWR
help a bit. They (the tutors) were quite critical, fine, I think the biggest 
obstacle I had then was having a sense of humor and staying on course 
and not being swayed from something I went there to do which was 
painting and they would have liked me to make a dull video or something 
like that.  I decided in my own mind that painting in itself will take a life 
time to learn, so LW¶V QRW WKDW ,GRQ¶WZDQW WRGRRWKHU WKLQJV 1RZP\
coping mechanism is really about meeting other artists, talking about 
insecurities and talking about what I feel, and being able to talk about the 
LQVHFXULWLHVWKDWDUHSDUWDQGSDUFHORIWKHMRE´ 
 
Have there been obstacles you have encountered as a student that 
have been helped by the guidance given to you by a teacher? Can 
you give an example of this?  
 
³<HV\HV,FDQ*HUDLQW(YDQVZDVincredibly helpful.  I think unlike other 
people helped me, so if I did feel very lost or there was even a problem 
that was a personal problem or a dip or a lull in my confidence, he did 
help me and I could call on him, he would be there, I would say probably 
QRWRXWVLGHRIFROOHJHKRXUVEXWFHUWDLQO\KHZRXOGVD\³:HOOORRN,KDYH
WHQPLQXWHV³± VR\HV,IRXQGKLPYHU\KHOSIXO´ 
 
What role, if any, do you think psychoanalysis has in art colleges 
today? Have you had experience of this? 
 
³, KDYH KDG SHUVRnal psychoanalysis as you know, no I would say that 
they are aware that the students go through dips and lulls and happiness 
with something that they have done, I would say I am not sure I was 
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consciously aware if they were supporting me through this time I suppose 
if I was failing and I really was going to drop out they would have done 
VRPHWKLQJEXW,JXHVVWKHZKROHFRXUVHLQDZD\LVSDUWRISV\FKRORJ\LW¶V
testing you, its testing you internally and externally, and I am sure the 
tutors are aware of how the students will be going through those crisis at 
certain periods  and I bet LW¶V SUHWW\SUHGLFWDEOHDVZHOO´ 
 
James Elkins, author of Why Painting cannot be taught and 
Professor Of Art History/Theory in Chicago argues that art cannot 
be taught.  What do you think of this statement?  
 
³,WKLQNWKDW\RXFDQEHWDXJKWWKHVNLOOV , WKLQN\RXFDQEHWDXJKWWKH
thought processes, I think you FDQ¶W be taught to push those boundaries 
DQGORRNIRUVRPHWKLQJHOVHDQGORRNLQDFUHDWLYHDQGRSHQZD\,GRQ¶W
think you can be taught that I think it is entirely up to the individual but 
LW¶V JRRGWRKDYHDUWFROOHJHVLQSODFHIRUDQ\ERG\ZKRZDQWVWRJR´ 
 
Poiesis is abouWFDOOLQJ LQWRH[LVWHQFHWKDWZKLFKZDVQRWWKH\¶UH
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think poiesis in art practice is possible? 
 
³:HOOSHUVRQDOO\ , WKLQN ,FDOOHG LQWRH[LVWHQFH WKDWZKLFKZDVQRW there 
before in the sense that my education as a child was pretty disruptive and 
I knew it was up to me to put into place, so in that sense yes. If we think 
that we can create anything new maybe we can for us, but almost as soon 
as something is new its old ± by definition of by the moment it has been 
FUHDWHGWKDW¶V\HVWHUGD\VRWKHIXWXUHLVVRPHWKLQJHOVH,WKLQNLW¶VZRUWK
WU\LQJ´ 
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 Student interview by author, (anonymized), London, October 27th 2010 
 
As a student in Art College what obstacles (if any) have you 
encountered? 
 
³)RUPHSHUVRQDOO\,WKLQNWKHREVWDFOHWKDW,HQFRXQWHUHGZKLFKLVWKDW
the notion of Art Education in the MA situation is specifically about a 
UHVHDUFKTXHVWLRQZKLFKWRPH,IRXQGLVDNLQGRIWRRQDUURZDQGGRHVQ¶W
allow for artists and practitioners who have quite a disparate praxis; that 
notion of narrowness, or narrowing down what the research question is, 
WKDWZDVRQHRIWKHELJJHVWREVWDFOHVIRUPH´ 
 
Do you think your relationship to obstacles has changed during 
the course of the time you have been at Art College? 
 
³,WKLQN LWKDVDQG, WKLQN LWDUULYHGTXLWH ODWH LQWKHGD\DQGDNLQGRI
realization of perhaps that whilst fighting against that obstacle and 
wanting to remain disparate through the essay, once I had finished the 
essay, the final draft, although I hated what I had done, I realized that 
when I had gotten to the end I had a quite relevant research question.  
7KHSURPLVHWRP\VHOIKDVEHHQWKDW,ZLOOXVHWKHUHVHDUFKWKDW¶V WKHUH
and rewrite the essay to the research question that has been unearthed.  
:KHWKHU,GRWKDWRUQRW,GRQ¶WNQRZ´ 
 
Have there been obstacles you have encountered as a student that 
have been helped by the guidance given to you by a teacher? Can 
you give an example of this? 
 
³1R,GRQ¶WWKLQNWKDWWKHUHKDVEHHQWKH\KDYHEHHQWKURXJKWKHUHVXOW
RI µGRLQJ¶ DQG ,ZRXOGPDNH WKHDUJXPHQW WR WKH µSRZHUV WKDW EH¶ WKDW
what might be more useful is that there is a trouble in doing part-time MA 
over two years ± that the first task that you have is to do a 1,000 word 
introduction to your essay, second one is a 2,000 word overview of the 
essay and the last one is 5,000 word.  I think that if you are learning by 
µGRLQJ¶DV,GRWKHQWKRVHILUVWDQGVHFRQGRQHVVKRXOGQRWEHWKHUHDQG
it should be closer to 3,000 or 4,000 and just be done because that way 
you are going to know more about what it is.  I think for me personally, 
WKHRWKHUWZRZHUHPRUHOLNHIDOVHVWDUWVOHDUQLQJE\GRLQJ,GRQ¶WNQRZ
there is another kind of factor in this in that the person who was the tutor, 
&KULVWLQH +DW LQ OHYHO RQH ZDV XQDEOH WKURXJK LOO KHDOWK ZDVQ¶W DEOH WR
attend in the second year; so where there might have been that sort of 
help in the second year became quite disparate for me and for other 
people WRR´ 
 
What role, if any, do you think psychoanalysis has in art colleges 
today? Have you had experience of this? 
 
³0\RQO\EULHIH[SHULHQFHRI WKLV LVZKHQ\RXDQG0DOFROPZHUHWDONLQJ
and I am not sure I truly understand psychoanalysis.  I think there is a 
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QRWLRQWKHUHWKDWWKHUHLVKLVWRU\WROHDUQIURPRQDEDVLFOHYHO,W¶VYHU\
problematic; on a personal level, psychoanalysis crosses my mind thinking 
of the broader notion of loss in the work and melancholy.  Then I think, or 
I remember when I came LQ WR« , DPQRW VXUH WKLV LV DQVZHULQJ \RXU
question directly, but I will go with this.  That first essay question was 
about taxonomy and collections, and having done a little bit of research 
on the origin of collections, yes the cabinet of curiosity, a lot of these 
cabinets began to be formed, with me, through the migrations that were 
happening.  So from East India, the Dutch sail ships would be going out 
into other places and would be bringing back different artifacts from the 
world.  But for also those that started collecting there was a guy called 
John De Berry who was known to have one of the first collections - what 
one would call a proper collection - and it was documented that it was 
through the loss of his wife and the loss of his father.  That one of the 
main kind of motives for his collection was this kind of notion or 
mourning, through this mourning, this was a kind of transference of, and I 
remember thinking at the time that if I were to go with this collection then 
I would want some psychoanalysis; that was what I wanted to really go 
ZLWK,WPDNHVDOLQNDQG,GRQ¶WNQRZZK\RWKHUSHRSOHVDLGµ2KQRQR
QR\RXGRQ¶WQHHGWRGRWKDW¶ 6RWKHUHZHUHWZRSRLQWVQR\RXGRQ¶W
need to do that because you can look at other artists, this was a peer 
JURXSDQGVRWKH\ZHUHVD\LQJµ1R\RXGRQ¶WQHHGWRGRWKDW¶EXWWKHUH
was almost as if there was a kind of backing of this.  If I could have 
afforded psychoanalysis and I could have afforded it at that time, I would 
have done it.  Unwittingly or not, or whether it may or not be there, there 
LVVRPHFRQQHFWLRQWKHUHLQDURXQGDERXWZD\´ 
 
James Elkins, author of Why Painting Cannot be taught and 
Professor of Art History/Theory in Chicago argues that art cannot 
be taught.  What do you think of this statement?  
 
³:HOO ,ZRXOG EH RXW RI D MRE  , WKLQN LW¶V D GLIILFXOW RQH EHFDXVH RQH
would have to define what art is on one level.  But I think primarily, okay, 
art may not be able to be taught, but the quality of art can be taught.  So 
the way of constructing language around it to engage with art can be 
WDXJKWVRWKDW¶VZKDWZHGR,W¶VWU\LQJWRGHYHORSWKDWVRUWRIODQJXDJH
There is a different level; there is a different opinion and partly subjective, 
but otherwise one could quite easily argue that there is a quality issue 
WKDW IRU D ORW RI SHRSOHZLWKRXWKDYLQJDQ\DUW HGXFDWLRQ WKDW¶V QRW IRU
everyone, but for a lot of people - let me put it another way.  You can see 
SHRSOH¶VDUWJHWWLQJEHWWHUWKURXJKDUWHGXFDWLRQ6R,GRQ¶WWKLQNWKDW¶V
an aFFLGHQW´ 
 
Poiesis is about calling into existence that which was not there 
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think poiesis in art practice is possible?  
 
³,GRQ¶WNQRZWKHDQVZHUWRWKDWTXHVWLRQ can you repeat it again?  I buy 
into the idea of obstruction enabling you to create something new, and I 
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think as a practitioner and an artist finding the time to be stuck is really 
important and these moments of feeling stuck and finding something else 
through - LW LVD IRUPRIREVWUXFWLRQ LW¶VDOORZLQJWKLQJVWRQRWEHSODQH
VDLOLQJ7RPHLW¶VDNLQGRIVHULHVRIUHYHODWLRQVDQG,WKLQNWKDWLVRQHRI
the really interesting things about the MA.  I remember writing in my 
diary that it was really like there were these veneers or cataracts.  I had 
this with the collection actually; there was this really anally-retentive 
holding onto a kind of order of these objects, that they must all be dated 
and there is this inventory and this is how it must be.  But , FDQ¶W
remember - it was a project here in one of the rooms, and I set it up and 
VRPHKRZ,FDQ¶WUHPHPEHUH[DFWO\EXW,ZDVWZLGGOLQJP\WKXPEVDQG
EHLQJ UHDOO\ IUXVWUDWHG  , FDQ¶W WKLQN RI H[DFWO\ KRZ WR GHILQH WKH
obstruction but actually of just letting go of all of that, and it was a huge 
thing - this cataract being lifted - and I do remember conversations with 
Christine Hat, and you sometimes have this plane sailing and then all of a 
VXGGHQVRPHRQHVD\VWR\RXµ,WGRHVQ¶WKDYHWREHOLNHWKDW¶$QG,GRQ¶W
NQRZZK\ZHGRQ¶WPDQDJH WRVD\ WKLV WRRXUVHOYHVDQG WDNH WKLQJVRQ
board, but all of a sudden you notice that there is this kind of - that where 
we are going has these self-imposed barriers; either you can think of it as 
a barrier or a cataracWDQGDOORIDVXGGHQWKHEDUULHUJRHV,GRQ¶WNQRZ
LIWKDWDQVZHUVWKHTXHVWLRQPD\EHLQDOLWWOHZD\´ 
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Student Interview by author (anonymized) at Chelsea College of Art 30 
September 2011 
 
As a student in Art College, what obstacles (if any) have you 
encountered? 
 
³, WKLQN WKH WHUPREVWDFOHV IRUPHSUREDEO\ UHODWHVPRUH WR OLIH WKDQ WR
practice. The thing with obstacles at college is they are often to do, or are 
related to, things that are outside college.  So any difficulties I have 
experienced in my practice have been directly related to the difficulties I 
have had in my life, so I think the two things are totally intertwined.  So 
for me, having things like an economically viable practice, that kind of 
WKLQJVRLI,GRQ¶WKDYHDORWRImoney to make things I pit the boundary 
in myself; I create the obstacle that I will make work that will not cost any 
money and that will be part of my ethical practice.  So I think the two 
things work together.  But in terms of sort of being a student and 
studying, the thing I think I found most difficult was the ongoing end 
point, knowing eventually study will end and this will have to continue, 
and actually that looming in the background becomes an ultimate obstacle 
IRUPH´ 
 
Do you think your relationship to obstacles has changed during 
the course of the time you have been at Art College? 
 
³3UREDEO\ QRW  , WKLQN SUHWW\ PXFK WKH REVWDFOHV IRU PH DUH FRQVWDQW
They have always been the same because they are related to life more so 
than to practice; they come from issues to do with money or location.  So 
no, they have remained the same.  I think so.  Problems of practice have 
been knowing the safe things that I slip into in methods of working, 
knowing when not to do that.  Generally, though, they have remained the 
VDPH´ 
 
Have there been obstacles you have encountered as a student that 
have been helped by the guidance given to you by a teacher? Can 
you give an example of this? 
 
³3HUKDSVLQVRPHZD\V- I think it is more identifying them.  I think I have 
always felt as an art student there is a lot of scrabbling around in the 
dark.  I think the role of a guidance element is having a tutor that shines 
a light on something that is qXLWHREYLRXVDQG\RXJRµ2KSKK\HVLW¶V
WKDW¶  6RZKHQ \RX DUH FDXJKW LQ \RXU RZQZRUN LW¶V KDUG WR VHH WKH
ZRRGIRUWKHWUHHV´ 
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What role, if any, do you think psychoanalysis has in art colleges 
today? Have you had experience of this? 
 
³, KDYH KDG QRQH , GRQ¶W WKLQN LW KDV FRPH XS  , KDYH EHHQ DW WKUHH
different art colleges, many different backgrounds, and it has not come up 
RQFH,GRQ¶WWKLQNVRQRWXQWLO,PHWZLWK\RXDQG0DOFROPDQGLWZDV
funny the interesting thing about the talk you both gave was us all sitting 
WKHUHJRLQJµ+PPKRZLVLWWKDWZHKDYHQRWWDONHGDERXWWKLVEHIRUH"¶,
think how has this not come up?  In art practice over the last ten years 
that I have related to, kind of memory or nostalgia, lots of artists having 
these practices that explore their own practice within their own historical 
QDUUDWLYHDQGHYHQWKHQ LWGLGQ¶WFURSXS , WKLQNWKDW¶VTXLWHVXUSULVLQJ
UHDOO\ZKHQSHRSOHDUHQ¶WUHDOO\ORRNLQJIRUPHWKRGVRUGLIIHUHQWZD\VRI
thinking about this.  The same kind of thing using interdisciplinary 
activities, and I went into interdisciplinary colleges as well and went on 
JRRG LQWHUGLVFLSOLQDU\ FRXUVHV DQG , WKLQN LW¶V OLNH LQWHUYLHZLQJ
philosophers - they have a massive role in influencing artists and art 
practLFH7KHUHLVGHILQLWHO\VRPHVWLWFKLQJXSWREHGRQH´ 
 
James Elkins, author of Why Painting Cannot be taught and 
Professor of Art History/Theory in Chicago argues that art cannot 
be taught.  What do you think of this statement?  
 
³, WKLQN LW¶V WRREODFN and white actually; I believe in a propensity or a 
drive towards something, so you have an innate feeling or attachment to 
something that grows later on.  So for me, being an artist is like that; 
anything you become good at is because of that drive towards it, instead 
RIEHLQJQDWXUDOO\JRRGDWVRPHWKLQJ6D\LQJDUWFDQ¶WEHWDXJKWGRHVQ¶W
identify the different components of being an artist that are related to skill 
and thinking around practice and the social relationship we have to other 
artists other concepts and movements ± VR LW GRHVQ¶W UHDOO\ ILW P\
vocabulary.  
 
Poiesis is about calling into existence that which was not there 
before, and this PhD project examines the role obstruction has in 
creating the new.  Do you think poiesis in art practice is possible?  
 
³,WKLQNLQP\XQGHUVWDQGLQJRIWKLVLWKDVWREHSRVVLEOH,WKLQNPRVWRI
the time I think thinking about my own work is about, you know, about 
identifying something that is new frameworks, or new combinations of 
different LGHDVDQGGLIIHUHQWSUDFWLFHVVRWRVD\LW¶VQRWSRVVLEOHZRXOGEH
un-empathetic to the way my own practice is.  I think it must be, but I 
KDYHDOLPLWHGXQGHUVWDQGLQJRIWKLVDUHD´ 
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Appendix I: Additional Information for 
Student Interviews 
 
 
 
 
 
 
INFORMATION SHEET FOR STUDENTS 
Wimbledon College of Art Research House 
 
PhD Researcher   Catherine Clancy 
Supervisor           Dr. Malcolm Quinn 
 
 
INTERVIEWS ON POEISIS AND OBSTRUCTION 
 
AIMS AND OBJECTIVES OF RESEARCH PROJECT 
 
The aim of these interviews are two fold, to investigate more fully 
the relationship of obstruction and poiesis through interview and 
to see what are the differences/similarities between art practice 
and clinical psychoanalytical practice.  It should be stated that 
there is no penalty for not taking part in this research project for 
students. Any students wishing to attend need to be self-selective 
and there are no compulsory elements for attendance to the 
interviews in this PhD project. 
 
 
  
 326 
  
 
 
 
CONSENT FORM   
 
 
 PROJECT TITLE   µPoiesis and Obstruction¶ PhD Research Project.  
3K' 4XHVWLRQ ³,V WKHUH D PHWKRGRORJ\ WR FKDOOHQJH REVWUXFWLRQ
ZKLFKLQWXUQHQDEOHVDUWLVWVWRFDOOQHZZRUN"´ 
 
 INVITATION: You are being invited to take part in a research 
project through self±selection.  Before you decide to take part in 
the interviews it is important for you to understand why the 
research is being done and what it will involve.  Please take time to 
read the attached information sheet carefully and discuss with 
others if you wish.  Please ask if anything is unclear or if you would 
like more information. 
 
 ACTIVITY CONSENT:  I understand that I have given my consent 
for the following to take place.  That I agree to be interviewed by 
Catherine Clancy PhD Research Student as part of her PhD 
Research Project.  Catherine Clancy will conduct the interviews. 
 
 DATA CONSENT: I understand that I have given approval for my 
personal data drawn from the interviews to be used and published 
in the PhD thesis of Catherine Clancy and that Catherine Clancy 
may retain the copyright for future publication of collected data if 
she so wishes. The Data will be kept on audio files with an 
encryption key. I give my consent on the understanding that all 
data will be kept in accordance with the data protection act and 
anonymized in any publication adhering to Data Protection Act 
(1998)  
 
 STATEMENT OF UNDERSTANDING: I have read the information 
sheet of this research project on µPoiesis and Obstruction¶, which I 
have been asked to take part in and have been given a copy of this 
information sheet to keep. 
 
 RIGHT OF WITHDRAWAL: Having given this consent I understand 
that I have the right to withdraw from the interviews at any time 
without disadvantage to myself and without having to give a 
reason. 
 
 CONSENT:  I hereby fully and freely consent to participation in this 
UHVHDUFKVWXG\SURMHFWRQµ3RLHVLVDQG2EVWUXFWLRQ¶DQGWKH
interview procedure has been fully explained to me.  
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STUDENTS NAME  
BLOCK CAPITALS                ----------------------------------------- 
 
 
 
 
STUDENTS SIGNATURE         -----------------------------------------
DATE  
 
 
 
 
7$0,.22¶%5,(1 
BLOCK CAPITALS                    ----------------------------------------- 
 
 
 
 
7$0,.22¶%5,(1 
683(59,625¶6------------------------------------------  
SIGNATURE DATE  
 
 
 
 
 
RESEARCHERS NAME 
BLOCK CAPITALS                   --------------------------------------- 
 
 
 
RESEARCHERS SIGNATURE     ----------------------------------------- 
DATE  
 
 
Catherine Clancy 
PhD Research Student 
WCA 
 
A duplicate signed copy of this consent form will be given to me for 
my own record.
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